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ABSTRACT 
The purpose of this qualitative study was to collect descriptive data pertaining to 
students’ perceptions regarding the use of tap dance movement and its effect on the 
understanding of rhythms found in choral literature. This enquiry investigated the 
following questions: (a) What are the perceptions of high school students regarding the 
difficulty of tap dance movement? (b) What are the perceptions of high school students 
regarding the effectiveness of tap dance movement as a method toward promoting their 
rhythm accuracy when performing rhythms featured in choral music? (c) What are the 
perceptions of high school students regarding the effectiveness of integrating tap dance 
movement with the study of select rhythm patterns chosen from choral literature in their 
retention of the rhythms? Over a five-month period, high school choral ensemble 
members (N = 88) were taught twenty-five rhythm patterns excerpted from choral 
literature, integrating tap dance movement with the instruction. The results revealed that 
the difficulty level of the movement, tempo at which it is executed, the changing of feet 
while performing the movement, and the amount of tap experience an individual 
possesses influence students’ perceptions regarding the degree of complexity of tap dance 
	 	
	viii 
movement. Additionally, the data indicate the enjoyment of the movement, the 
demonstrations of the movement, the integration of music with the movement, the use of 
step names and counting, and the use of tap shoes are elements related to tap dance 
movement that students perceived to help promote their understanding of rhythms found 
in choral music. Moreover, the results pertaining to the students’ perception of how tap 
dance movement was an effective method of promoting their retention of rhythms found 
in choral music indicate a lack of agreement. While there were singers who found the 
movement to benefit their ability to memorize the examined rhythms, there was a 
comparable amount of students who indicated that they were unable to remember the 
rhythms following the instruction. Lastly, the findings provide information regarding the 
specific types of movements that students found beneficial to their rhythmic 
comprehension, adding to the existing literature and useful for replication in future 
studies.  
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CHAPTER 1  
A Feeling in the Music 
 
“Hear the beat of dancing feet. It’s the song I love the melody of, 42nd Street” 
(Dubin, 1932, p. 1). The lyrics written by Al Dubin for the movie musical, 42nd Street, 
certainly suggest a musical number conceived with tap dancers in mind. I had a front row 
seat to see the Broadway revival of the production in 2001 with which my feet couldn’t 
refrain from tapping along. I was particularly drawn to the moments in the musical 
numbers when the vocals dropped out and the unison tapping appeared to sing a melody 
all of its own.  These rhythms were sharp, clean and I felt as if they would be 
permanently etched in my audible memory. These musical moments had made such a 
dramatic impact on my rhythmic consciousness that I began reflecting on how I delivered 
rhythmic instruction to my high school choir students and how my personal study of tap 
dance could improve my teaching. I questioned, if tap dancing could make rhythmic 
listening easier by providing a clean illustration of rhythm for students to hear then how 
much more could their understanding be improved if the students themselves embodied 
the rhythm through tap dancing? This question and further investigation into tap dance 
would open my eyes and set my feet, as well as that of my students on a path toward 
learning rhythm through movement. The nature of this study would be unique in that it 
employs specific movements that are directly tied to specific musical patterns found in 
choral music. In comparison, a number of prior studies (Trost et al., 2008; Reed et al., 
2010; Kercood and Banda, 2012; Vazou, Gavrilou, Mamalaki, Papanastasiou, and 
Sioumala, 2012) examining the influence of physical activity and its impact on learning 
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have indicated positive results and offered support for integrating movement in the 
classroom; however, the conclusions have lacked any specific inferences.  
Baudin (2011) substantiated the idea that “Rhythmic movement is a part of 
nature” (p. 1). Baudin explained that rhythmic movement is “a very primitive process” as 
it can be seen in organisms with “limited brain function” (p. 1). Therefore, it would 
appear that there is an inherent capacity for humans, who possess the capacity for higher 
brain functioning, to capitalize on their innate ability to relate movement to their 
rhythmic understanding.  
Educational Application   
Throughout history, music educators have integrated movement approaches by 
Jaques-Dalcroze, Gordon, Kodaly, and Orff in order to rhythmically train students 
(Horne-Greene, 2013). Instructional techniques, such as, Dalcroze Eurhythmics, 
emphasizing improvisation with full-body movement, Music Learning Theory, 
encouraging rhythmic instruction experienced through the body, the Kodály Concept, 
animating music literacy through folk dancing, and Orff-Shulwerk, urging the combining 
of singing, instrumental play, speech, drama and dance to develop musical understanding 
and creativity, are currently regarded as the leading approaches implemented in the 
elementary music curriculum (Benedict, 2010). While educators may agree that 
movement yields positive benefits in rhythmic training, the question remains as to the 
specifics of how physicality impacts an individual’s rhythmic understanding. Studies 
have been conducted (Boyle, 1970; McCabe 2006; Horne-Greene, 2013), primarily with 
elementary school students, to determine the impact of movement on rhythmic 
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perception; however, there exists a need for further qualitative research regarding 
students’ perceptions of movement in relation to rhythmic education, particularly at the 
secondary level.  
Student Perception 
 Apart from movement, specifically tap dance, the focus of this study is student 
perception. It is the intent of this investigation to gather data that is student driven and 
centered. While instructional methods are commonly constructed from the perspective of 
the educator and how he or she has determined that students will best profit from the 
established teaching practice, it is the goal of this examination to collect data from the 
students’ perception of their learning, identifying what instructional methods and 
procedures they consider to be most profitable and useful in their learning. It is my desire 
in this study that students will be willing to express their honest assessment regarding this 
learning approach and will offer recommendations toward improving the delivery of 
instruction that will not only prove beneficial for rhythmic learning, but may also profit 
the educational learning community at large.  
Rhythmic instruction: Syllables and numeric counting. 
I have observed numerous music teachers’ lessons focused on rhythmic 
understanding and in a majority of the classrooms I watched, students were taught rhythm 
using one of two primary methods: the rote recitation of syllables or numeric counting. 
Students either learn rhythm using a prescribed set of syllables, such as Ta, Ta, Ti-Ti, Ta 
for quarter note, quarter note, two eighth notes, quarter note or use numeric counting, 
such as 1, 2, 3 +, 4, for the equivalent rhythm pattern.  Conrad (1977) surveyed 66 
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elementary and middle schools in the Midwest, inquiring which instructional approaches 
were most commonly implemented in teaching rhythm at the elementary and middle 
school level and found that “the Kodály method and count singing were the rhythm 
reading systems were being used more often” (p. iv). Urban (2010) explained the Kodály 
method “uses syllables like Ta and Ti Ti when counting rhythms” (p. 1). Tuck’s (1995) 
research revealed that “Most of the instrumental tutors such as A Tune a Day (Chappel), 
Learn to Play the ... (Alfred), Simplicity Tutors (Hawkes), Rubank series, Progressive 
series and band methods such as Essential Elements, Standard of Excellence and Yahama 
Band Student all use the numeric system” (p. 6).  
With regard to teaching high school age choristers, McClung (2001) mentioned 
that music teachers select from a larger variety of numeric and syllabic approaches when 
teaching rhythm. “Commonly used rhythm systems include time-value note names, 
syllables and names based on time-value note names, mnemonic word devices, rhythm 
numbers, and syllables based on beat functions” (p. 3). For instance, Gordon’s system 
uses a different approach to syllables; not simply different syllables, but assigning them 
to patterns rather than to specific beats (1, 2, 3…). Adams (2014) explained Gordon’s 
classification of syllables in the following manner. “In his system, quarter notes are du, 
two eighth notes are du-de, and four sixteenth notes are duta-deta. Triplets and three 
eighth notes in compound meter are du-da-di, and six sixteenth notes in compound meter 
is duta-data-dita” (p 1).  
In contrast to these rote verbal patterns helping students learn rhythm, there 
specific music education methods that emphasize the use of movement to enhance 
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rhythmic understanding. Dalby (2005) shared, “The methodologies of Gordon, Dalcroze, 
and Orff, for example, quite consistently emphasize that rhythm, rather than being an 
intellectual process like math, resides in the body (or, more accurately, in the ‘mind-
body,’ and it must be manifested through movement to be meaningful” (p. 55).  While a 
percentage of the student population may be readily able to understand rhythmic concepts 
using one of these approaches, it may leave other students, regardless of their age, feeling 
perplexed and bewildered without being able to make a physical connection to the 
rhythm.   
Using movement to improve rhythmic comprehension. 
McAllister (2008) explained, “A common complaint among teachers who work 
with ‘rhythmically challenged’ students is that ‘they just aren’t counting’” (p. 1). The 
educational focus appears to be on students’ ability to academically count rhythm 
patterns rather than their ability to genuinely perceive and identify rhythms in a musical 
context. For instance, Stevens (2014) described how beginning students find it very 
difficult to transition from classifying that four quarter notes in a musical bar each receive 
the value of one beat to the understanding of how to count the same four quarter notes 
sequentially in the measure. Stevens recommended applying terms such as “walk” to 
quarter notes and “running” to eighth notes, which could enable students to attach a 
physical gesture to the note values and improve their awareness of the basic pulse and 
subdivisions of the beat (p. 1). The rhythmic approach in Orff-Schulwerk takes a parallel 
approach, using syllables that arise from a child’s natural speech patterns.  Orff stated 
that he allowed students to “think of words, series of words, and sentences” to draw 
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rhythmic connections to singing and playing instruments (p. 23). Therefore, feeling the 
pulse and sensing where the individual beats lie within each bar is crucial in 
understanding how rhythm patterns are constructed and executed. Consequently, it might 
be helpful if music educators provided supplementary sensorimotor opportunities, 
directing students toward harnessing and utilizing the intrinsic abilities they possess for 
musical learning that could allow them to meet and work out the rhythmic challenges that 
lie ahead of them.  Juntunen (2006) mentioned:  
A large body of studies suggests that the use of movement develops a student’s 
sense of tempo and beat, rhythmic skills, and understanding of pitch concepts, the 
use of movement shapes and enhances music perception and listening, as well as 
improves singing and expressivity. (p. 26) 
Furthermore, Juntunen indicated, “Research shows that in music teaching, 
especially at the preschool and elementary levels, movement is used for developing body 
awareness, honoring student cultures, and reinforcing music concepts” (p. 26). While the 
research shows that movement is profitable for all ages, the predominant use of 
movement, if and when it is integrated, is in the elementary classroom while the 
incorporation of movement activities at the secondary school level remains comparatively 
minute.  
Neglect at secondary level.  
Although Martonivic-Trejgut (2010) confirmed that music teachers and scholars 
endorse the use of movement in educating students of all ages, Abril (2011) cited that 
research has concentrated primarily on preschool and elementary school age children 
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with to regard to movement and musical instruction.  Moreover, Abril acknowledged that 
a perception exists among educators that the use of movement is most effective when 
incorporated into the primary school general music classroom. Abril’s assertion might 
explain why secondary teachers might be reluctant from utilizing movement with their 
students. Whether or not this perception is a contributing reason for any lack of the 
inclusion of movement in the secondary music curriculum, there remains a need for more 
research into the benefits of incorporating movement into musical instruction at the 
secondary level. Moreover, it is important to highlight that it is not only beginning 
musicians who are subject to facing rhythmic challenges. Musicians, at any age or skill 
level, can and commonly will experience rhythmic difficulty at some time in their lives 
(Riley, 2013). Abril recognized the value of movement and its “untapped potential” (p. 
117) when used with secondary school-age students and adults. From my personal 
experience in both the classroom and in musical theatre productions, I have witnessed the 
benefits of movement upon rhythmic understanding and I strongly believe this is an 
instructional area, which warrants further investigation.  
Movement in choral and musical theatre rehearsals. 
In my own classroom, I encountered instances where students experienced 
difficulty when reading new choral repertoire. In particular, I noticed that the musical 
obstacles that seemed to delay my students were rhythmic in nature. In rehearsals, I 
modeled the rhythm patterns, and taught my students a system of counting and 
clapping.  Through this process I observed that students recalled rhythm patterns more 
efficiently when some kind of physical movement was associated with the pattern.  
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I observed a similar phenomenon when I prepared the chorus for our annual 
spring musical. I became aware that when the students encountered musical selections, 
utilizing syncopated patterns, that they frequently approached the rhythms tentatively and 
had difficulty singing the lyrics, expressing the rhythmical nuances of the musical phrase.  
However, after the selections were choreographed and the students had the opportunity to 
embody the rhythm patterns, they executed them more fluidly, incorporating the  
inflections and syllabic stresses more easily.  As I recognized that understanding could be 
improved through the addition of a physical component, I became increasingly interested 
in how my students were constructing their perceptions of rhythm, and how the body, in 
general, constructs understanding.  
Linking Your Body Head to Toe 
Embodied Cognition 
The concept that the mind and body are intimately linked and that movement 
impacts learning is not a modern one. In Writings 1902–1910, philosopher and 
psychologist William James (1987) maintained that the body plays a vital role in the 
enduring acquisition of knowledge.  
The world experienced (otherwise called the ‘field of consciousness’) comes at all 
times with our body as its centre, centre of vision, centre of action, centre of 
interest.  Where the body is ‘here’; when the body acts is ‘now’; what the body 
touches is ‘this’; all other things are ‘there’ and ‘then’ and ‘that’.” These words of 
emphasized position imply a systematization of things with reference to a focus of 
action and interest which lies in the body; and the systematization is now so 
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instinctive (was it every not so?) that no developed or active experience exists for 
us at all except in that ordered form…The body is the storm centre, the origin of 
co-ordinates, the constant place of stress in all that experience-train.  Everything 
circles around it, and is felt from its point of view. (p. 284) 
Krueger (2007) summarized James’ perspective of the unified self, explaining that 
James envisioned “the body and mind as part of a fluid, integrated whole” (p. 19). 
Likewise, philosopher and advocate for education, John Dewey, concurred with James’ 
notion that body plays an integral part in cognitive processing and broadened the 
corporeal benefits to impact “higher cognitions,” including: “feeling, perception, object 
manipulation and bodily movement” (Leitan & Chaffey, 2014, p. 4). Leitan & Chaffey 
cited that James and Dewey shared an “evolutionary perspective” of cognition and that 
their work contributed “to the foundations of the formalised embodied cognition 
paradigm” (p. 4).  
Merchand (2010) added further support when he explained that corporeal learning 
produces refined clarity of understanding the more experience an individual has 
participating in an activity. 
Motor-based understanding constitutes a knowing how from the body, as 
differentiated from merely knowing that about the body. It demands physical 
immersion in, or experience of, the same or a comparable activity. As with any 
sort of knowledge, the level of motor-based understanding is dependent on the 
individual’s experience and direct physical engagement in the activity. The more 
experience one has of an activity, the finer the detail ‘noticed’ and grasped. 
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Practical skill therefore develops in bodily practice: in repetition and rehearsal 
and in simulated motor imagery of the exercise. (p. 104) 
Merchand’s perspective indicates that embodied cognition not only has an 
established history, but also confirms that skills are honed and understanding is enhanced 
through repetition. Johnson (1987) claimed a similar position in his book, The Body in the 
Mind, where he proposed that ideas are grounded in repetitive bodily experiences with 
the environment. Johnson explained that individuals transfer abstract ideas from the 
physical to the mental domain and that these recurring patterns establish what he termed, 
“image schemata” (p. xix). This recurring practice forms and clarifies one’s 
understanding of his setting and situation. Johnson (2008) rationalized:  
This body of work focuses on the ways human creatures with shared, generic 
bodily structures and makeup engage recurring relatively stable aspects of their 
shared environments, giving rise to patterns such as those of directed movement, 
containment, balance, forced motion, up-down, front-back, right-left, and other 
general structures of our ongoing encounters with our physical surroundings. (p. 
161) 
Johnson’s research sought to clarify the process by which abstract concepts are 
made concrete through sensory interaction.  
Somatics 
Another way the mind-body connection is established and body awareness is 
enhanced is through the practice of somatics. Aside from being regarded as a visual art 
form, movement might be considered a pleasurable means of achieving and maintaining a 
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person’s physical health, as well as a way to improve perception and increase learning.  
The International Association for Dance Medicine and Science (IADMS) (2009) outlined 
the practice of somatics in three main parts: novel learning context, sensory attunement 
and augmented rest.  “A somatic learning environment often begins by quieting the mind-
body “chatter” in order to focus attention on the body’s sensory stimuli (from breath, 
muscle tension, contact of the body with the floor, etc.) (IADMS, p. 2).  The second 
portion of the somatic practice involves sensory attunement. It is here where the 
individual is guided by a trained and certified mind-body practitioner to concentrate his 
or her attention on the cause of a movement over the gesture of the movement itself. The 
third part of the somatic practice, which differs considerably from traditional dance 
education, is a required period of rest. Learning through a lived experience is the basis for 
the practice of somatics, which its founder Thomas Hanna believed to serve as one of the 
most beneficial means of education.  
Educational Application  
Dalcroze Eurhythmics. 
 While teaching at the Conservatory of Geneva, Emile Jaques-Dalcroze identified 
a weakness in his students’ musicianship and sought to devise a new way of instructing 
them (Anderson, 2011, p. 27). As a result, Jaques-Dalcroze created experiments, 
providing “first-hand sensory experiences of musical concepts, such as pulse, meter, 
tempo, and phrase” for his students (p. 3). Mead (1996) stated that Jaques-Dalcroze 
derived the name of his approach, Euryhthmics, based on the “Greek eu and rythmos 
meaning ‘good flow’ or ‘good movement’” (p. 38).  Schnebly-Black & Moore (2004) 
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pointed out that it was Jaques-Dalcroze’s intention for this term to signify “a way of 
experiencing and exploring musical sensation and musical knowledge together” (p. 38).  
Envisioning a solution to his students’ difficulties with rhythmic perceptions, Jaques-
Dalcroze understood that the physical body played an integral part in unlocking the 
pathway to rhythmic learning. Jaques-Dalcroze (1930) explained this natural harmony 
between rhythm and the body in the following manner: 
What is rhythm?  Is it spatial or corporeal?  Assuredly it is both.  There is no 
rhythm which is not manifested physically; the rhythm of sounds, for instance, 
implies the rhythm of breathing or that those portion of the body which are moved 
by a musician when playing an instrument.  Thus it may be said that no rhythm 
can take place without the particulars of the bodily powers.  Neither can any 
succession of rhythms come about without the collaboration of the mind, for this 
requires a coordination, a definite sequence, an equal distribution of forces in time 
and space.  Everything rhythmic therefore implies complete union of mind and 
body, creating the miracle of their close interpretation. (p. 360) 
 Similar to my own experience, Jacques-Dalcroze recognized body movement as a 
key component in improving students’ perception and understanding of rhythm. Jaques-
Dalcroze (1921) asserted:  
Rhythmic training can make a person musical, since impressions of musical 
rhythms inevitably evoke some sort of motor image in the mind, and instinctive 
motor reactions in the body, of the hearer. Musical sensations eventually coalesce 
with auditive sensations which, thus reinforced, add to the faculties of 
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appreciation and analysis. (p. 321).  
While Jaques-Dalcroze proposed an exploratory and improvisatory movement 
element, I wondered if pre-existing or established movements could achieve a similar 
effect. I re-examined several of the aforementioned instances from the musical theatre 
chorus rehearsals in which my students experienced rhythmic difficulty. I became 
conscious of the fact that after the rhythms had be reinforced through choreography, 
which incorporated specifically tap dance movement, that their rhythmic execution 
improved significantly. Therefore, I questioned if, through the use of tap movement, 
results similar to that of Jaques-Dalcroze could be achieved.   
Tap Dance 
  I considered the rhythmic nature of my students’ challenges and recognized how 
tap dance movement could offer a solution to their rhythmic challenges and sought to 
integrate movement into the curriculum. Because of my expertise and familiarity with tap 
dance, I was inspired to incorporate this particular dance form for its excellent practical 
applications. I knew from personal experience that it provided countless rhythmic 
examples with varying rhythmic complexities, encouraged listening and counting to 
internalize and remember the rhythmic patterns, included similar types of muscular 
movements employed in addition to and as an alternative to Dalcroze Eurhythmics and 
somatics, adapted easily to an individual’s physical limitations, and was enjoyable to do.    
In order to determine how tap dance movement might best be implemented in 
rhythmic instruction, I explored the existing literature and quickly concluded that there 
was a lack of  investigative research related to the use of tap dance movement. In the 
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limited amount of literature that I was able to locate, I found a rationale for the use of tap 
dance as the focus of my instruction toward improving rhythmic perceptions in the work 
of Hernandez, Ozmun and Keeton (2013). They noted how tap dance training can 
develop a student’s sense of rhythm and counting, as well as how it can be adapted to 
accommodate differing needs and limitations. In addition, D’Aurio (2011) highlighted 
that tap dance study affords an individual an improved sense of body awareness and 
weight transfer, strengthening the connection she has to herself, which is a concept that 
somatic training and Dalcroze Eurhythmics advocate. D’Aurio (2010) affirmed, “Tap 
dance is rhythm” and that it has the ability to connect an individual to the “basic and 
fundamental rhythms of life,” including his heartbeat and walking pace (p. 31). D’Aurio 
stressed, “Walking and the heartbeat are our pulse to the world and can be connected 
through tap dance” (p. 31).  
Eldar & Ayvaso (2009) identified that observable physical tasks, such as in tap 
dance, allow for immediate detection of learning challenges and opportunities to provide 
instant constructive feedback both by the teacher and a student’s classmates. Ward & 
Ayvaso (2006) suggested that peer demonstrations could be a motivating method to 
encourage struggling students to participate and overcome barriers. Moreover, tap dance 
has the intrinsic capability to reach various ages and groups of people and unite them in a 
common goal. Blake (2010) upheld the motivating dynamic of tap dance, declaring, “Tap 
dance reaches across the chasm of difference through the commonality of rhythm. I’m 
talking about the power of rhythm to arouse and excite, to communicate swiftly and 
directly, cutting through the (edgy) divisions of race, class, gender” (p. 3). Therefore, the 
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inherent nature of this specific dance form would most likely appeal to and engage the 
individuals participating in this study. Due to the fact that the empirical evidence is 
limited and inconclusive, there is a significant need for further research in this area. By 
employing an instructional method that actively engages the participants in the learning 
process and to reflect on their perception of learning, it is my goal in this study to gather 
rich and valuable evidence that will inform educators and students how, through the use 
of tap dance movement, they may increase and advance their rhythmic understanding.  
Research Problem 
 Rhythm is Gonna Get You 
 A limited amount of qualitative data exists that details the effect of movement on 
rhythmic learning, specifically within the realm of high school choral music education. 
Furthermore, while research studies have been conducted implementing movements such 
as toe-tapping, clapping, walking and knee patting to determine their effect on rhythmic 
learning, I have found no formal studies that have investigated the use of a specific dance 
form, such as tap dance, and its impact on rhythmic understanding.  
Rationale and Research Questions 
Having observed the difficulty for students, not only in my own classroom, but in 
other high school choral rehearsals as well, to make the connection between seeing and 
having explained a rhythm written on the board and successfully executing it in a choral 
score, I was determined to search for an alternative method that would improve the 
students’ rhythmic understanding.  I had witnessed situations where students’ execution 
of rhythms had improved after embodying them and I wanted to investigate through a 
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qualitative study what specific tap dance movements students could identify that would 
bridge their ability to see and learn a rhythm and later, after having embodied it, retain 
and master executing it.  Therefore, it was my objective to ascertain if tap dance 
movement is an effective way to help choral students improve their rhythmic 
understanding, to gather descriptive data why tap dance movement is beneficial to 
learning rhythms found in choral literature, as well as establish an alternative technique 
for music educators dealing with similar rhythmic challenges.   
It was reasonable to assume that students might experience some difficulties when 
learning tap dance movements.  It would not be uncommon for students learning how to 
tap dance to experience problems maintaining balance and executing the dance 
combinations at faster speeds. Consequently, these aspects would be considered when 
examining the study results. The first two objectives of this investigation were to 
ascertain the perceived level of difficulty the students experienced when incorporating 
tap dance movement when working toward rhythmic understanding and to determine 
what the students’ perceptions were regarding the effectiveness of utilizing tap dance as 
an instructional tool toward rhythmic learning.  The third aim of the study was directed at 
identifying students’ perceptions regarding the effectiveness of tap movement in fostering 
their retention of rhythm patterns. Centering the study on these issues, I sought to conduct 
my investigation with the following research questions in mind: 
1. What are the perceptions of high school students regarding the difficulty of tap 
dance movement? 
2. What are the perceptions of high school students regarding the effectiveness of 
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tap dance movement as a method toward promoting their rhythmic accuracy when 
performing rhythms featured in choral music? 
3. What are the perceptions of high school students regarding the effectiveness of 
integrating tap dance movement with the study of select rhythm patterns chosen 
from choral literature in their retention of the rhythms? 
Dance and movement directly impact cognitive processing, which Bonbright, 
Bradley and Dooling (2013) substantiated with a review of evidence addressing the 
impact of dance education on learning in the 21st century. The authors examined 82 
reports including articles, theses and dissertations that documented the “efficacy of 
embodied learning is significant and worthy of further investigation” (p.56). Specifically, 
there is a need for further research into what type of movements successfully influence 
and connect an individual to his or her own rhythmic learning. A recommendation for 
future research from the report conducted by Bonbright, Bradley and Dooling explicitly 
mentioned, “In planning, implementation, and reporting, the researcher must be clear and 
detailed about what ‘movement’ is being used, how it is being used, who is teaching it, 
and why it is being used” (p. 50).  
Demand For Descriptive Contributions 
In addition to the call to collect quantitative data, Bonbright (2013) points out 
there is an explicit demand for more qualitative research. “Descriptive research is needed 
in the cognitive, psychomotor, and affective domains, so we may better understand the 
educational benefits of dance” (p. 36). Recent neuroscience research has revealed how 
physical movement positively contributes to cognitive development with specific data 
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indicating that the cerebellum acts as a coordinator for motor functioning and assists with 
beat perception. Researchers have determined that the more engaged the body, the deeper 
that cognitive processing develops. As interest continues to grow in the area of 
neuroscience research in conjunction with movement, it confirms the need for further 
investigations employing movement and serves as another rationale for implementing this 
study.  
While quantitative studies exist indicating the positive results that may be 
achieved with regard to rhythmic awareness through the use of movement, there remains 
a need for qualitative research detailing the specific contributions that movement makes 
toward an individual’s rhythmic learning process and his perspective toward using it. 
Briggs (2011) confirmed that such instructive, qualitative data is absent from the canon of 
music education research.  
Though research indicates the majority of singers enjoy movement in the choral 
rehearsal, it seems there have been no specific studies regarding the reasons for 
high-school aged singers’ attitudes, negative or positive, toward movement 
activities, or research on the singers’ perceptions of what they are learning 
through movement. (p. 29)   
Therefore, the objective of this qualitative study was to collect descriptive data 
pertaining to students’ perceptions regarding the use of tap dance movement and its effect 
on rhythmic understanding.  
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Need for Qualitative Research 
Forget the Numbers, How Did It Feel? 
The notion of utilizing a physical approach toward learning and reinforcing 
musical concepts is not a novel one. Music educators and movement specialists, 
including Jaques-Dalcroze, Gordon, Kodály, Laban and Orff, have laid the foundation 
upon which further examination of integrating movement activities with rhythmic 
learning can be investigated in more depth and detail. While many music educators might 
agree that movement, particularly at the elementary school level, has found a common 
place in the curriculum, there remains a lack of empirical evidence explaining the effect 
of movement at the secondary level, particularly integrated in the choral rehearsal.  
Martinovic-Trejgut (2010) emphasized, “Knowledge about how children learn, as well as 
how they respond to music with different types of instruction (e.g. movement – no 
movement) can provide useful information about which teaching practices are effective 
in the music classroom” (p. 178). 
In addition, Bonbright, et al. (2013) reported that more qualitative research would 
be pertinent to education as previous research studies have lacked a clear explanation of 
the role of movement in prior investigations. 
In a surprising number of studies, it was difficult for the researchers to determine 
what kind of dance movement was used, how it was incorporated into the 
classroom activities, how the lessons were conducted, and what qualifications of 
the person leading the dance/movement activities held. Such details can clarify 
the role of dance within the design, illuminating the effectiveness of dance for 
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classroom teachers and administrators and making the study more easily 
replicable for other researchers. (p. 53) 
I used a qualitative approach because I thought it would deliver the detailed 
information that Bonbright, et al. found to be lacking in the existing literature.  I chose to 
report how the rhythms were selected from the choral repertoire that were being used or I 
anticipated using in the choir in the near future and how the tap dance movements were 
selected to align directly with the examined rhythms and how the level of difficulty of the 
movement increased as the study progressed. I conducted the study with three choral 
ensembles of differing musical performance levels and experience to determine if age or 
musical experience influenced the students’ responses. I depicted how each lesson was 
executed to explain how the format of the lessons evolved based on the students’ 
feedback after each lesson.  I included and described my personal tap dance experience to 
clarify my qualifications in leading the study and clarified when students with and 
without tap dance experience led demonstrations of the movement for the class to 
illustrate the accessibility of the movement with regard to specific lessons. The detail of 
this qualitative design was chosen to provide a rich description of each of the movement 
lessons and their effectiveness in promoting rhythmic understanding and retention, as 
well as provide a basis upon which future researcher might replicate the study.   
In light of the research, tap dance movement can benefit music education. The use 
of tap dance movement would enable teachers to assess and provide immediate visual 
feedback on a student’s rhythmic accuracy and understanding. A director could more 
easily track a student’s progress during each lesson in order to assist them in achieving 
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full rhythmic comprehension. Music educators are seeking ways to engage their students 
in their rhythmic learning; if traditional methods of clapping and echoing rhythms seem 
unsuccessful, employing tap dance to benefit students’ understanding of rhythms can be 
useful alternative instructional tool.  
The flexibility of tap dance movement and its capacity to reach students of any 
age also make it a worthwhile subject matter to examine for teachers of all ages. Children 
can enroll in tap dance classes as early as age three and can continue to find available 
classes into their eighties and nineties. Tap dance can also afford individuals with 
physical limitations ways to participate. Bornell (1984) documented how wheelchair 
bound students could learn tap dance by using dance taps adhered to elastic bands slipped 
over their palms. Likewise, taps can be attached to the feet of crutches to enable students 
to participate. Unlike a dance form such as ballet, where the dancer avoids putting his or 
her weight into the floor, the purpose of tap dance is dropping various parts of the foot 
onto the floor to hear the weight of the tap resonate against the wood. These thunderous 
vibrations on the floor are beneficial to hearing impaired students, who rely on these 
physical and aural senses and would serve as a support means toward rhythmic learning.  
Culturally, students from both urban and rural areas may be particularly interested 
in learning tap dance and how it evolved from “African tribal dance, Irish ‘step dancing’ 
and English jigs, hornpipes and clog dancing, the last of which was performed in the 
wooden-soled ‘clogs’ worn by farmers and mill workers in the 19th century” ((Teachout, 
2016, p. 1). Popularized by African American males, such as Bill “Bojangles” Robinson, 
the Nicholas Brothers, Sammy Davis Jr., Jimmy Slyde, Gregory Hines and Savion 
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Glover, tap dance has a particular appeal to males for its powerful, foot stomping flair 
and the degree of competitiveness it brings when tapping alongside other dancers. 
Historically, Hill (2010) stated, “Tap dance was a street thing, and therefore men had to 
stand outside and challenge each other” (p 255). Thus, tap dance, in one manner, provides 
a way for assertive students to channel their irrepressible energy into a productive 
purpose. In another way, the study of tap dance helps African American students 
understand and connect to their heritage by exploring how the footwork symbolized 
communication between African American slaves. In an interview with Hermione Hoby 
(2014), famed tap dancer Savion Glover explained why he teaches and performs tap 
dance.  
I tap dance for equality, I tap dance for the recognition of the man in this country, 
what we had to go through as a people in order to claim existence in this 
country….I am trying to raise the level of consciousness as far as tap dancing 
goes, allowing us to understand that these men their style and approach, comes 
from when we were stripped of our ability to communicate as African American 
people. (p. 1) 
Hence, introducing African American students to tap dance and educating them 
that its study is not only important to their musical education, but that is a vital way of 
preserving their culture, they can recognize the significance of learning this dance form 
and more enthusiastically embrace it.   
While the ideal teaching scenario would include students learning tap dance using 
tap shoes, there are not always financial resources available to accommodate such a 
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request. This is where the flexibility of tap dance is once again demonstrated. Students 
can utilize the footwear they come to school in and can still benefit from learning the 
movements.  Steve Zee’s tap dance instructional video, Rhythm Kidz – Tap Dance in 
Tennis Shoes, is one example of removing the limitation of requiring tap shoes in order to 
order to learn this particular dance style.  
This study would encourage student engagement, encouraging students to provide 
direct feedback to the instructor, identifying and describing what specific movements that 
students themselves notice to be most and least effective in helping them learn rhythms, 
characterizing the level of difficulty of tap movements and tap combinations which the 
students distinguish as appropriate for high school choral singers, and pinpointing how 
tap dance movements potentially aid high school singers in their ability to retain the 
rhythms associated with the movement.  Paulo Friere’s critical pedagogy encourages such 
a dialogue between teacher and student, encouraging students to challenge traditional 
instructional methods and search for ways that will not only positively transform their 
own education and lives, but will improve the world in which they live. According to this 
education method, students’ perceptions and views are valued and given credibility in the 
classroom.  It is with this same philosophy that I intend to gather meaningful data from 
the students’ perspectives to identify what, according to the students, benefits them in 
their rhythmic understanding. While quantitative studies have indicated that movement 
does improve rhythmic learning, these studies report that they lack the necessary, 
descriptive evidence to pinpoint what specific movements are most effective in rhythmic 
understanding. They recommend that the type of qualitative study I have proposed be 
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conducted to add to the missing literature. Therefore, based on such recommendations, 
the aim of this investigation was to provide descriptive evidence pertaining to the specific 
effects tap dance movement has on rhythmic understanding and retention based upon 
students’ perceptions.  
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CHAPTER 2   
Review of Literature 
The Lore of Physical Learning from A–Z (Aristotle to Zee) 
Throughout history, philosophers and educational theorists have sought to discern 
the intricacies of how the body and mind are connected in the construction of learning.  
Confucius (as cited in Stalheim-Smith, 1998), a fifth century Chinese philosopher, is 
attributed with the familiar adage, “I hear and I forget. I see and I remember, I do and I 
understand” (p. 3) while in the following century, Aristotle (350), the renowned Greek 
philosopher, expressed a similar maxim, “The things we have to learn before we do them, 
we learn by doing them” (p. 32). For a considerable period of history, since the time of 
Plato and the ancient Greeks, the concept of dualism persisted (Benforado, 2010). While 
this philosophy had been contemplated throughout history, it was 17th century 
philosopher Rene Descartes with whom this theory has most often been attributed. 
Dualism is based on the premise that “man is composed of two distinct substances: ‘res 
cogitans’, unextended thinking substance or mind, and ‘res extensa’, extended material 
substance or body” (Cottingham, 2006, p. 179). According to the Cartesian perspective, 
the mind does not require any physical contribution in order to formulate thoughts and 
perceptions.  Sorell (2000) explained dualism in the following terms, “…the mind is one 
sort of substance, and body another, because it is possible to form a conception of the 
mind and a conception of the body by way of totally separate sets of clearly and distinctly 
perceivable attributes” (p. 78). Benforado further elucidated the dualist perspective, 
stating, “sense-perception was not a necessary component of the fully conceived mind” 
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(p. 1188).  O’Donovan-Anderson (2003) described the dilemma with the Cartesian 
perspective was that in spite of the fact that the mind and body were considered distinct 
entities, Descartes conceded that sensory learning did impact cognition. Anderson 
asserted: 
Descartes’ ontological realization that he is a thinking thing is conditioned and 
tempered by the epistemological admission that all he had accepted as most-true 
had come to him through the senses; yet it is precisely this intrusion of the body 
between knowledge and world which is in the end unacceptable. (p. 92)  
In his book, Descartes’ Error, Antonio Damasio also contested Descartes’ theory, 
disputing the idea that in order for human beings to evolve it was compulsory that the 
mind processed sensory information from the body in order to adapt to the environment 
and improve their quality of life. Damasio (1994) raised the following points: 
(1) The human brain and the rest of the body constitute an indissociable 
organism, integrated by means of mutually interactive biochemical and neural 
regulatory circuits (including endocrine, immune, and autonomic neural 
components);   
(2) The organism interacts with the environment as an ensemble: the interaction is  
neither of the body alone nor of the brain alone;  
(3) The physiological operations that we call mind are derived from the structural  
and functional ensemble rather than from the brain alone: mental phenomena 
can be fully understood only in the context of an organism’s interacting in an 
environment. (pp. xvi–xii) 
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A fundamental part of Damasio’s claim includes the point that feelings play a 
vital role in the ability to reason and, therefore, the body must be communally involved in 
cognitive processing. This acknowledgement of both a need for and rejection of the body 
has created a profound debate among philosophers, which has become commonly 
referred to as the mind-body problem and has motivated researchers to explore and 
determine the body’s specific role in learning. The result has been the search for answers 
in the middle ground between mind and body by way of the study of embodied cognition. 
Consequently, several theories have been proposed with regard to movement and its 
impact on cognitive learning, with numerous studies having reported positive effects and 
results. 
Movement and Cognitive Development  
Get On Your Feet 
Embodied Cognition 
Wilson and Foglia (2011) defined embodied cognition in the following manner. 
“Cognition is embodied when it is deeply dependent upon featuring the physical body of 
an agent, that is, when aspects of the agent’s body beyond the brain plays a significant 
causal or physically constitutive role in cognitive processing” (p. 1).  The roots of 
embodied cognition lie grounded in the theories of philosophers who rejected the notion 
that “our minds were something that reflected or represented nature” (Iliadis, 2013, p.1), 
but focused on how the mind could be explained “in terms of the body and in terms of its 
action...” (p. 1).  One such philosopher was Maurice Merleau-Ponty. 
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Maurice Merleau-Ponty. 
 Merleau-Ponty believed that the body plays an important role in learning, often 
overlooked by other philosophies, and is not simply a mechanical vessel that the mind 
must consistently direct and guide to carry out various bodily functions (Reynolds, p. 2). 
Reynolds clarified Merleau-Ponty’s perspective of the body’s cognitive role in the world 
as less of a “spectator who has somehow abstracted themselves from the situation” (p. 1) 
and more of a “perceiving subject in a situation”, (p.1) enabling understanding of the 
outside world. In addition, Reynolds acknowledged that perception, while “a prominent 
theme” (p. 1) in Merleau-Ponty’s writing, it is “not really a guiding principle in his work” 
(p. 1). Reynolds elaborated on this point saying, “This is because the practical modes of 
action of the body-subject are inseparable from the perceiving body-subject (or at least 
mutually informing), since it is precisely through the body that we have access to the 
world” (p. 1). It was Merleau-Ponty’s argument that the body allows an individual to see, 
interact and perceive the objects in his world that enables his comprehension of it.  
Merleau-Ponty (1962) wrote, “The body is the vehicle of being in the world, and having a 
body is, for a living creature, to be intervolved in a definite environment, to identify 
oneself with certain projects and be continually committed to them” (p. 94). He 
continued, offering the following rationale: 
…for if it is true that I am conscious of my body via the world, that it is the 
unperceived term in the centre of the world towards which all objects turn their 
face, it is true for the same reason that my body is the pivot of the world:  I know 
that objects have several facets because I could make a tour of inspection of them, 
		
29 
and in that sense I am conscious of the world through the medium of my body. 
(pp. 94–95)  
Seeking to defend the correlation between perception and action, Merleau-Ponty 
maintained, “every perceptual habituality is still a motor habit” (p. 153). His work, dating 
back to the mid twentieth-century, provides additional support for the theory of embodied 
cognition and demonstrates once more that this has not been innovatively conceived, but 
rather has been thoughtfully contemplated and scrutinized. 
William James. 
 For William James, experience also played an integral part in the learning process 
and, by understanding the non-traditional manner in which James received his schooling, 
it is possible to appreciate how his life experiences shaped his educational philosophy.  
Miller (1991) revealed that during James’ youth, he and his family would frequently 
travel to various European destinations, where he was often instructed by a private tutor. 
A childhood of gaining knowledge through various real-world experiences proved 
influential on James as he studied and took on a variety of careers as an adult. It is from 
experience that James believed that we formulate our views of the world. However, as the 
world is in a constant state of change, James insisted that humans, as learners, must 
continue to validate acquired knowledge through reasoning and assessment. James (1975) 
asserted, “True ideas are those that we can assimilate, validate, corroborate and verify” 
(p. 161). If an idea can be tested, resulting in expected outcomes, then that knowledge 
can be regarded as trustworthy.  James described the process as:  
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One starts with objective facts and claims, then discovers which claims work and 
which do not. Ideas both point and lead. They may point toward other ideas or to 
the actual experience, and they lead us from one moment of experience to another 
that is worthwhile. (pp. 204–205) 
James’ theory of learning through direct experience promotes a state of constant 
self-improvement and growth, encouraging individuals to remain aware of their evolving 
surroundings and to continue on a search for ultimate truth.  
John Dewey. 
 The theme of change and the need to rise and meet the challenges of an ever-
changing world is also reflected in the philosophy of educator John Dewey.  Gouinlock 
(2015) explained Dewey’s primary perspective as:  
There is no static being, and there is no changeless nature. Nor is experience 
purely subjective, because the human mind is itself part and parcel of nature. 
Human experiences are the outcomes of a range of interacting processes and are 
thus worldly events. The challenge to human life, therefore, is to determine how 
to live well with processes of change, not somehow to transcend them. (p. 1) 
Like James, Dewey considered experience a natural, interactive, ongoing process 
through which an individual learned to exist and mature in a world that persistently 
presents new quandaries. From Dewey’s perspective, experience and education are 
intimately entwined. “Education is not preparation for life; education is life itself” 
(Dewey, 1916, p. 239).  
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Learning Theories 
Lev Vygotsky. 
As observed in my study where more advanced students coached and assisted 
their peers’ understanding by means of demonstrating and modeling tap dance 
combinations, exhibited support of Vygotsy’s learning theory that employs a more 
knowledgable other. Twentieth century Russian educator and psychologist Lev Vygotsky 
recognized the importance of the body in achieving understanding and formulated a 
theory of cognition, which emphasized the role of the social community in the cultivation 
of learning. While considerable attention in child development during the 20th century 
focused on a child’s independent mental ability and growth, Vygotsky’s learning theory 
concentrated on the premise that the mental development of a child would increase and 
be more clearly demonstrated when a child interacted and collaborated with individuals 
who were better skilled and educated.  This philosophy can be likened to Heywood’s 
(2008) proverb that “two hedds [heads] are better than one” (p. 21).  
Vygotsky’s work comprised two primary principles: the “more knowledgeable 
other” and the “zone of proximal learning” (McLeod, 2014, p. 1). The first principle, the 
more knowledgeable other, describes a tutor or mentor with whom the child receives 
guidance to complete a challenging task. Independently, tasks of this nature and difficulty 
are considered beyond the child’ s capabilities, requiring a considerable amount of time 
to finish or may have been one that may never have been accomplished without a 
mentor’s assistance. Hence, there is a need for a more knowledgeable individual to guide 
and lead the child toward accomplishing her mission. This function of the more 
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knowledgeable other plays an integral part in Vygotsky’s second principle, the zone of 
proximal development.  
Vygotsky (1978) identified two levels of mental growth. “The first level can be 
called the actual developmental level, that is, the level of development of a child’s mental 
functions that has been established as a result of certain already completed developmental 
cycles” (p. 78). This level of development includes the maximum tasks that a child has 
already learned and what she can complete alone. The second level, the level of potential 
development, entails the maximum tasks that a child can complete with the aid of skilled 
peer, parent or teacher. This is the role of Vygotsky’s more knowledgeable other: that 
children could complete more advanced and complex tasks with the support of a more 
knowledgeable other than they could accomplish independently. Consequently, 
Vygotsky’s zone of proximal development takes place between the actual and potential 
levels of development, which he explained as, “the distance between the actual 
developmental level as determined by independent problem solving and the level of 
potential development as determined through problem solving under adult guidance or in 
collaboration with more capable peers” (p. 78). Vygotsky stated, “The zone of proximal 
development defines those functions that have not yet matured but are in the process of 
maturation, functions that will mature tomorrow but are currently in an embryonic state” 
(p. 79).  It was, therefore, Vygotsky’s opinion that an individual’s cognitive ability is 
based on the engaged, social interaction with others to exceed what he or she may be able 
to learn without assistance.  
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Mihaly Csikszentmihalyi. 
 Addiitionally observed in this study, participants indicated that the most valuable 
tap dance movements that aided their rhythmic understanding were those movements that 
sufficiently challenged them, which supports Mihaly Csikszentmihalyli’s theory of flow. 
Seeking to understand and explain how the experience of an actively engaged individual 
contributes to his sense of satisfaction, self-efficacy and understanding, led philosopher 
Csikszentmihalyi to his concept of flow. Like Vygotsky, Csikszentmihalyi maintained the 
position that individuals achieve a state of optimal performance when they participate in 
activities that motivate them to work to their fullest potential. “Flow tends to occur when 
a person faces a clear set of goals that require appropriate responses” (Csikszentmihalyi, 
1997, p. 2). Csikszentmihaly added:  
Flow also happens when a person’s skills are fully involved in overcoming a 
challenge that is just about manageable, so it acts as a magnet for learning new 
skills and increasing challenges. If challenges are too low, one gets back to flow 
by increasing them.  If challenges are too great, one can return to the flow state by 
learning new skills. (p. 2) 
Thus, when the difficulty of a task is equal to or is slightly more advanced than 
the individual’s skill level, Csikszentmihalyi proposed that a person is inclined to a enter 
a state of flow, becoming so engrossed in the activity that he may lose sense of time and 
the world around him.  
Applying Csikszentmihalyi’s theory of flow to an educational setting, Schweinle, 
Meyer and Turner (2006) conducted a study with elementary mathematics classes to 
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examine the benefits of fostering an environment, which engaged and motivated students 
toward reaching a state of flow. The researchers found in order to create rewarding 
learning experiences teachers must match and encourage competence with the desired 
level of competency (p. 289). Schweinle and her colleagues remarked: 
One of the most critical features of classroom instruction and motivation is a 
balance of challenge and perceived skill.…Demonstrating enjoyment of 
mathematics, alleviating frustration, providing positive, substantive feedback, 
encouraging persistence are related to improved efficacy and valuing of 
mathematics.  Furthermore, emphasizing learning and understanding rather than 
memorizing, treating mistakes as learning opportunities, supporting autonomy, 
and stressing the importance of mathematics can encourage positive affect, 
efficacy, and value. (p. 289)   
These findings suggest that the ability to achieve flow and maximize student 
understanding is reliant upon creating educational opportunities that encourage, test, and 
motivate the student to remain an active participant in his own learning. Shernoff, 
Schneider, and Csikszentmihalyi (2003) confirmed this concept, stating, “Providing 
instruction that engages students is a challenge worth achieving, and with the necessary 
instructional skills, can become a rewarding and flow-inducing experience that produces 
positive educational outcomes for future learners” (p. 174).  
Developmental Benefits of Movement  
 Researchers have examined various uses of movement and their effects on the 
brain. Studies involving humans and animals have indicated that engaging in thirty 
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minutes of exercise for a minimum of three times a week will result in increased blood 
flood and brain mass, improved circulation and cognition, as well as a heightened mood 
(Adlard, Perreau, Engesser-Cesar, & Cotman, 2003; Churchill et al., 2002; Markakis & 
Gage, 1999; Sutoo & Akiyama, 2003; Tomporowski, 2003; Van Praag, Kempermann, & 
Gage, 1999). Cotman’s (2015) work with rodents revealed that exercise both “increases 
the numbers of synapses, counteracting the synaptic loss that occurs with age,” as well as 
“stimulates the brain to generate more neurons” (p. 1). Their observations and studies 
have provided evidence how the body and mind are intimately linked, explaining the 
diverse benefits related to cognitive development. Blaydes (2001) recommended 
considering the brain like any other muscle in the body. “One of the best ways to 
maximize it is through exercise and movement” (p. 1). Jensen (1998) asserted, 
“Movement can develop balance and, ultimately, reading skills. What the developing 
brain needs for successful movement and cognitive growth is sufficient activation of the 
motor-cerebellar-vestibular system” (p. 77). Activities that aid in developing this system 
include: crawling, leaping, rocking, rolling, spinning, pointing and matching (Lindstrom, 
2010). Educators noticed without these necessary physical stimuli to the system there is 
an appearance of learning difficulties, such as “attention deficit, weak memory skills, 
emotional problems, reading issues, slow reflex skills, lack of classroom discipline, and 
impaired or delayed writing skills” (pp. 31–32).  A study by Franco and Panhoca (2008) 
indicated a strong relationship between vestibular disorders and weak performance in 
school while Smith et al. (2005) discovered that individuals suffering from vestibular 
disorders also have a tendency to experience cognitive difficulties.  Laurence van 
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Hanswijck de Jonge (2016) explained that therapies used to treat vestibular disorders “are 
things that children do naturally and in play:  rocking, swinging, spinning, rolling, cart-
wheeling, hanging upside down, moving from side to side – challenge the vestibular 
system and thereby force its development” (p. 10).  
Jensen (2000) added that movement increases both an individual’s heart rate and 
blood circulation, which increases oxygen flow to the brain and cognitive processing. 
Mulrine, et al. (2008) concurred, stating “Exercise impacts oxygen levels in the brain, 
with resulting effects on brain chemistry, cerebral metabolism, and growth and 
development, establishing the link between exercise and learning” (p. 17). Blaydes 
(2001) emphasized the point that a “lack of oxygen to the brain results in disorientation, 
confusion, fatigue, sluggishness, concentration and memory problems” (p. 4).   
Furthermore, physical activity causes oxygen and glucose to be carried by the 
blood stream to nourish the brain during cognitive processing (Spielmann, 2005). 
Blaydes (2001) described how glucose is processed by the brain. “Glucose is to the brain 
what gasoline is to a car – brain fuel” (p. 4).  In addition, Wells (2012) addressed the 
point that “even just stretching helps cerebrospinal fluid flow and oxygen reach key areas 
of the brain, and movement provides relief from musculoskeletal tensions” (p. 2).  
Neurological Processing and Movement 
 Stimulation to the brain begins the process of learning.  New knowledge can act 
as one such stimulus, which is converted into nerve impulses and is sent to be sorted in 
the areas of the brain, such as the thalamus (Barnes, 2010). Barnes described the initial 
process of receiving a stimulus and translating it into a working knowledge in the 
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following terms.  
When a neuron is stimulated, it sends an electrical impulse down its axon to the 
terminals at the ends of the axon branches. This releases chemicals 
(neurotransmitters) that cross the synapse between the axon terminal and the 
dendrite of the receiving neuron. (p. 24) 
Therefore, a stimulus triggers two different types of reactions in the body in order 
to process knowledge. Electrical activity takes place within a cell while the interactions 
between the cells are of a chemical nature (Wolfe, 2001). These interactions develop 
bonds between the cells, making understanding more concrete.  Lindstrom (2010) 
illustrated the process, saying “Over time these brain cells can form hundreds of 
thousands of connections, synapses, with other brain cells.  Learning is not growing new 
brain cells but making connections between the ones we have” (p. 37). Movement boosts 
neural connections and improves communication between the cells, which is necessary 
for understanding (Helgeson, 2011; Lengel & Kuczala, 2010).  Jensen (1998) further 
explained, “These branches help us make even more connections, until whole ‘neural 
forests’ are formed which help us understand better and, maybe, someday make us an 
‘expert’ on that topic” (p. 10). Sousa (2003) added, “Repeated firings of neurons make 
successive firings easier and, eventually automatic under certain conditions. Thus 
memory is formed.  Storing the memory gives rise to new neural pathways and 
strengthens existing pathways” (p. 22). 
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Cerebellum, the movement coordinator. 
 Mosby’s Medical Dictionary (2009) described the cerebellum, Latin for little 
brain, as “The part of the brain located in the posterior cranial fossa behind the brainstem. 
Its functions are concerned primarily with coordinating voluntary muscular activity” (p. 
1). Barnes (2010) explained that in spite of its small size, the cerebellum plays the crucial 
role of coordinating numerous cognitive and physical tasks. “Although it is just one-tenth 
of the brain by volume, it contains over half of all its neurons” (p. 25). While numerous 
brain structures are involved in an individual’s motor functions, such as the primary 
motor cortex, posterior parietal cortex, premotor cortex and the supplementary motor 
area, which suggest that nearly the entire brain participates in our physical operations, the 
cerebellum serves as the principal manager of all motor operations (Barnes, 2010). Sousa 
(2003) added, “Because the cerebellum monitors impulses from the nerve endings, it is 
very important in the learning, performance, and timing of complex motor tasks including 
speaking” (p. 17). As an individual develops his motor capabilities, it, in turn, impacts his 
cognitive development.  Landalf and Gerke (1996) indicated, “Each stage of development 
in mobility correlates to a developing area of the brain. Our brains cannot properly 
develop without movement – the two are inextricably linked” (p. 1).  
Research conducted by neuroscientists Alan and Henrietta Leiner (1997) at 
Stanford University revealed the initial neural evidence that the mind and body are 
connected at the cerebellum, serving as a cognitive hub.  Previously, the cerebellum was 
believed to manage information sent from the cerebrum and then deliver it to the motor 
cortex. However, what was discovered was that before information is distributed to the 
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motor cortex from the cerebellum, it is processed in the denate nucleus, which only exists 
in primates (Richardson, 1996). Leiner & Leiner cited:  
Formerly this structure was thought to have only a motor function, which it 
performed by helping other motor regions of the brain to do their work 
effectively. But during the past decade a broader view of its function has emerged 
as a result of new research, and now the cerebellum is regarded as a structure that 
can help not only motor but also non-motor regions to do their work effectively. 
(p. 1)  
 
Figure 2.1. Anatomy and functional areas of the brain. This figure illustrates 
where sensory and motor processing occurs in the brain.  
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Based on this evidence, early research examining motor activity has drawn us 
closer in our understanding of cognitive processing. First, the cerebellum takes up just 
one-tenth of the brain by volume, but it contains nearly half of all its neurons (Ivry & 
Fiez, 2000, cited in Jensen, 1998, p. 61).  Jensen (1998) explained, “It has some 40 
million nerve fibers, 40 times more than even the highly complex optical tract.  Those 
fibers not only feed information from the cortex to the cerebellum, but they feed them 
back to the cortex” (p. 61).  
In addition, a study headed by Peter Strick at the Veteran Affairs Medical Center 
of Syracuse, New York found corroborating evidence that neural pathways exist which 
return from the cerebellum back to the brain affecting attention, memory, and spatial 
perception (Jensen, 1998).  Middleton & Strick (1994) added that their research 
uncovered the connections with between both the basil ganglia and cerebellum and the 
cortex “should no longer be considered as purely motor structures,” but involve 
“cognitive processes such as working memory rule-based learning, and planning future 
behavior” (p. 461). Therefore, the area of the brain that is responsible for movement is 
also in charge of processing knowledge.  
 Additional support for this discovery was provided at the symposium, “What Is 
the Specific Role of the Cerebellum in Cognition?,” held during the 1995 Annual Society 
of Neuroscience Conference. The symposium referenced approximately 80 studies that 
acknowledged an intense association “between the cerebellum and memory, spatial 
perception, language, attention, emotion, nonverbal cues, and even decision making” 
(Jensen, 1998, p. 84).  The panel, chaired by W.T. Thatch, a researcher at Washington 
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University School of Medicine, raised evidence generated from the existing studies that 
the cerebellum is intimately connected with cognition, which the general neuroscience 
community had previously failed to acknowledge.  Evidence that movement and 
cognitive processing are closely linked, therefore, prompted further investigation over the 
next decade. 
 Cognitive role of the cerebellum. 
 While research data has confirmed the cerebellum’s role in coordinating motor 
function, Bal (2014) declared, “Our understanding of cerebellar function has changed 
dramatically over recent years” (p. 1). Examining how the brain gathers information to 
both control the body and to anticipate the results of those bodily actions, Flanagan et al. 
(2003) studied how these processes, known as the forward and inverse internal models, 
are linked during motor learning. Participants were directed to move a custom-built, 
hand-held cylinder along a predetermined line while their abilities to control and predict 
their consequences were evaluated. Flanagan and his observed “different time courses for 
predictor and controller learning, with prediction being learned far more rapidly than 
control” (p. 146). Jensen (2005) concurred, stating “The cerebellum can make predictive 
and corrective actions regardless of whether it’s dealing with a gross-motor task sequence 
or a mentally rehearsed task sequence” (p. 62).  
A study by Hutchinson et al. (2003) investigated the long-term effect of practicing 
by keyboard musicians and the volume changes in their cerebellums compared to those of 
non-musicians.  The researchers found a significant increase in the cerebellar volume of 
male musicians and reported “the positive correlation between relative cerebellar volume 
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and lifelong intensity of practice represents structural application to long-term motor and 
cognitive functional demands in the human cerebellum” (p. 943). Likewise, research 
conducted by Ivry (1997), also indicated “there seems to be a strong correlation between 
task difficulty and cerebellar activation” (p. 569).  Hence, data suggests the more 
challenging the motor activity, the greater the amount of cerebellar activity. 
Brown et al. (2005) examined what cognitive processes were involved when 
individuals danced to music. The researchers identified three central ideas associated with 
cerebellar operations that could be related to their findings. Gislason (2016) summarized 
the research conclusions succinctly. 
1. The cerebellum embodies internal forward-inverse model pairs needed to 
integrate the sensory aspects of movement, the movements per se and 
perception of the auditory beat. 
2. The cerebellum generates timing processes in the preparation and 
coordination of motor responses (vermal and anterior cerebellum) and the 
sensory perception of duration on the order of hundreds of milliseconds 
(lateral cerebellum). 
3. The cerebellum optimizes the acquisition of sensory data to synchronize the 
execution of movement with the auditory rhythm. (p. 1) 
Bal added:  
 Traditionally viewed as the coordinator of autonomic and somatic motor 
 functions, we know that the cerebellum is essential to the coordination precision 
 and timing of movements. It works by processing sensory input from the spinal 
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 cord and other parts of the brain and integrating to fine tune motor activity. (p. 1) 
Considering the evidence that documents not only the the cerebellum’s 
contributing role in motor function, as well as how it operates with regard to cognitive 
processing of bodily movement, Koziol et al. (2014) stated, “the cerebellum’s role in 
motor function is well recognized” (p. 2).  
Movement increases neural communication. 
Movement also aids learning through increased neural communication by 
improving the connections between neurons (Helegeson, 2011; Lengel & Kuczla, 2010). 
Healy (1998) described how movement increases the neural connections, saying 
“Physical activity fuels the brain with a better supply of blood and provides brain cells 
with a healthier supply of natural substances; these substances enhance brain growth and 
help the brain make a greater number of connections between neurons” (cited in 
Spielmann, 2012, p. 23).  Dennison (1994) affirmed, “Movement develops neural 
connections. It actually builds the brain” (cited in Spielmann, 2012, p. 5). Pica (2006) 
also upheld the importance of movement with regard to cognitive growth. “Early 
movement experiences, in fact, are essential to neural stimulation (the use-it-or-lose-it 
principle involved in keeping or pruning brain cells, or neurons) needed for healthy brain 
development” (p. 9). By increasing physical activity, the brain remains engaged, enabling 
better cognitive connections to be established. Schiller (2010) described how these brain 
cell connections are formed and reinforced. 
Every neuron has an axon, which sends information out to other neurons, and 
several dendrites, which received information from the other cells. As axons hook 
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up with dendrites, trillions of connections, called synapses, are formed.  
Everything we learn is stored in communities of neurons. Experience forges the 
connections and repetition strengthens them. (p. 26) 
Schiller suggested that the greater and more expansive the experiences, the more 
fruitful the neurological connections. Moreover, research at the University of California 
at Irvine revealed that physical activity prompts the release of a brain-derived 
neurotrophic factor (BDNF), a protein substance aiding in the growth of nerve cells, in 
the body that yields increased neurological communication (Kinoshita, 1997).   
Cross-lateral movements increase learning in the cerebrum. 
Defined by Mosby’s Medical Dictionary, the cerebrum is “the largest and 
uppermost section of the brain, divided by a longitudinal fissure into the left and right 
cerebral hemispheres.  The cerebrum performs sensory functions, motor functions, and 
less easily defined integration functions associated with various mental activities” (p. 1). 
Since control of the right side of the body is managed by the left hemisphere of the brain 
and vice versa, when physical movements traverse the middle of the body, both brain 
hemispheres are obliged to work collectively (Lengel & Kuczala, 2010).  Lindstrom 
(2010) confirmed this and added:  
Traditionally the right brain is responsible for our procedural knowledge. It is the 
 orienting system that takes everything in; sensory shapes, colors, imagination, 
 patterns, music and intuition reside here. Declarative knowledge happens in 
 general in the left brain which processes things more in parts and sequentially. 
 The left-brain is involved in analysis, math, logic, and language. (p. 30) 
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By including cross-lateral movements, neural connections are improved between 
the right and left hemispheres of the brain and improve learning. Brehm & McNett 
(2008) corroborated this point, remarking:  
Movement helps to stimulate the brain activity by coordinating different areas
 of the brain. Because the two sides of the brain control different sides of the body, 
 contra-lateral movements (that cross the mid-line of the body or counterbalance 
 the sides) activate neural connections between the sides of the brain. Activities 
 such as reading and logical investigation require cross-brain integration. (p. 1) 
Therefore, by implementing physical activities that span both sides of the body, 
connections between both brain hemispheres are strengthened. Lindstrom shared a 
similar view, commenting:  
Intelligence is the development of the workings of both sides of the brain, and 
 they must be hard wired together. By cross-referencing sense data (visual, tactile, 
 auditory, and kinetic) in the right and left-brains we expose children to a complete 
 understanding of an experience. (p. 30) 
Taking this point into consideration and recognizing that tap dance movement 
employs an alternation of the feet, thereby stimulating these cross-lateral connections, it 
would appear to suggest that the use of tap dance movement would aid in learning.  
Frees cognitive obstacles through stress reduction. 
Researchers have observed that movement also has the capacity to reduce student 
stress and liberate an individual’s cognitive function from mental obstacles. Stress can 
not only cause physical fatigue in an individual, but it can also inhibit the learning 
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process. Hannaford (1995) affirmed, “Various stressors; however, can introduce blocks 
that inhibit the learning process” (p. 109). For instance, prolonged stress causes 
chemicals to be released in the hippocampus, which kill neurons and hinder the 
establishment of long term memory (Jensen, 1998).  
One potential causes for tension and stress may arise from fatigue due to sitting 
for a prolonged period over the course of a school day. Jensen explained that when 
students remain inactive and sedentary for the majority of the day, as is customary in 
many schools, the consequences may result in “poor breathing, strained spinal column 
and lower back nerves, poor eyesight, and overall body fatigue” (p. 35).  
Helgeson (2011) also pointed out, stress can be caused by hormonal imbalances in 
adolescents making learning difficult. Wells (2012) explained the potential effect that 
such stresses may have on students, stating “When students are stressed, they often have 
more difficulty learning and remembering because their brains go into a defensive mode, 
which activates more primitive parts of the brain and hinders learning” (p. 2). Memory 
function is impacted by stress as it causes brain cells to die in the hippocampus, the area 
of the brain where memories are processed and stored (Jensen, 1998).  
Lengel & Kuczala (2010) confirmed that movement is beneficial method for “reducing 
stress” (p. 8) while Wells clarified that “movement activities can promote learning and 
positive attitudes” through “the release of a number of neurotransmitters and hormones, 
including dopamine, serotonin, adrenaline, and endorphins, which cause students to feel 
happy and excited” (p. 2). As a result, students who possess a positive disposition may be 
more likely to embrace the learning process more openly.  
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Strengthens memory & improves retention. 
 Additionally, enduring understanding and the ability to quickly recall information 
is a common benefit from learning through action. At the Healthy Body Healthy Mind 
Institute, Kuczala (2015) presented, “Using the body to learn is simple, readily available, 
and efficient way for students to learn and remember content” (p. 8). Spielmann (2012) 
insisted, “Movement, physical activity, and exercise put the learning state into one 
appropriate for retention and retrieval of memory” (p. 19). As learning occurs, 
neurological connections expand and create an extensive network of synapses which 
process information, solidifying our understanding. The ability to store information into 
our memory is dependent upon seeing that these connections are hard-wired together. 
Lindstrom (2010) stated, “Memory is the ability to reconstruct or reactivate previously 
made connections” (pp. 40–41).  
Canadian neuropsychologist Donald Hebb’s (1949) work related to cell assembly 
or “a group of neurons which tend to fire together” (Klein, 2011, p. 1) led him to the 
axiom for which he has become well-known, “Neurons that fire together, wire together!” 
(p. 7). Hebb’s theory suggested that when two neurons fire repeatedly or when one 
neuron causes another to fire, setting off a chemical reaction, the two develop a stronger 
connection (Emerson, 2010). Mangus (2012) expounded on Hebb’s theory stating, “Hebb 
theorized that increasing connection strength due to correlated activity would cause 
chains of association to form, some of which could maintain subsequent activation for 
some period of time as a form of short term memory (due to auto-association)” (p. 1). 
Thompson (2010) explained Hebb’s theory in simpler terms.  
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 Each experience we encounter, whether a feeling, a thought, a sensation – and 
 especially those that we are not aware of – is embedded in thousands of neurons 
 that form a network (‘net’). Repeated experiences becoming increasingly 
 embedded in this net, making it easier for the neurons to fire (respond to the 
 experience), and more difficult to unwire to rewire them to respond differently. 
 (p. 1)  
The more the connections along the dendrites or branch-like extensions of the 
nerve cells are reactivated and strengthened, the better one’s memory becomes. Linstrom 
recommended the use of movement in the construction of memory for the reason that 
“When children move and experience their learning in many kinds of modalities their 
dendrites are firing. Building dendrite connections make memories stronger” (p. 41).  
Once information is stored, the recalling of information can furthermore be 
enhanced through the use of movement. Movement has been observed to stimulate the 
release of noradrenaline and dopamine, which can improve how information is stored and 
retrieved (Jensen, 2000). Amsten (2009) stated:  
Noradrenaline and dopamine each provide essential excitatory influences that put 
the cortex into an awake state in which neurons can process and exchange 
information. However, they also have additional modulatory influences that 
powerfully influence the strength of (prefrontal cortex) PFC connections as 
networks engage in working memory operations. (p. 5) 
Jimenez (2016) agreed, “These energizers wake up learners, increase their energy 
levels, improve their information storage and retrieval, and help them feel good. (p. 1). 
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Shohamy and Adcock (2010) explained the data collected on the effect of dopamine on 
memory storage. 
…extensive evidence indicates that dopamine release before, during and after an 
 event supports hippocampal plasticity and episodic memory formation. Dopamine 
 thus seems to influence which episodic memories are formed and how they are 
 represented, enabling memory for past experience to support future adaptive 
 behavior. (p. 470) 
Physical activity also impacts the capillaries around the neurons in the brain, 
causing them to enlarge, increasing the flow of blood and oxygen flow and, consequently, 
expedites memory retrieval (Jensen and Dabney, 2000).  
Educational Benefits of Movement  
Movement Gets Everyone Moving in a Positive Direction 
In the General Classroom 
Improves mental focus & engagement. 
Through the implementation of movement in the classroom. student engagement 
and focus can also increase. Whereas traditional schooling promotes the philosophy that 
student attention and learning is best achieved with students seated quietly for the entire 
school day, Cranz (1998) argued, “Sitting in chairs for more than brief ten-minute 
intervals reduces our awareness of physical emotional sensations and increases fatigue” 
(p. 69). In contrast to this traditional approach of requiring students to remain sedentary 
to instill focus and hold their attention, Kim (2015) contended, “Movement allows 
students to refocus and strengthen their ability to pay attention” (p. 5). Blakemore (2003) 
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gave even clearer detail as to the length of a child’s attention span commenting, “Most 
children can only hold their attention equal to his or her age plus two” (p. 24). It is by this 
time in the instruction that a break is necessary to assure that the student remains focused 
and prepared to receive additional instruction.  
  A study by Stalvey & Brasell (2006) examined the use of stress balls with 
students to enable them to focus their attention during class and discovered that the use of 
a determined movement, such as squeezing a stress ball, increased student attentiveness.  
By incorporating movement and keeping students active and engaged, there is a greater 
opportunity for increased learning, which students earnestly seek.  
Improves classroom management. 
 A positive result of students who are engaged and attentive during class is a 
decrease in classroom management concerns.  There is a lower possibility for interruption 
during a class when the students are actively moving and participating in the lesson. 
Helgeson (2011) insisted, “Using movement effectively manages the classroom because 
the activity engages the students physically and mentally, which reduces the number of 
discipline problems and off-task behaviors” (p. 81).  When disruptions do occur, Jensen 
(2000) noted that the cause may stem from a “lack of movement” exhibited as restless or 
unfocused student behavior (p. 35). Students who appear restive or distracted in class 
may simply need an opportunity to move and help revive their senses and refocus. This 
lack of movement can also lead to long term issues including attention disorders. 
Aids in managing attention disorders. 
Hannaford noted that insufficient movement during the early years of a child’s 
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life may delay the development of the sensory system, which can furthermore lead to the 
development of attention disorders (Hannaford, 1995). Students who suffer from 
problems focusing and are overly hyper, leading to behavioral problems in the classroom 
are frequently classified as having Attention Deficit Hyperactive Disorder (ADHD).  The 
American Psychiatric Association (1994) described ADHD as a behavioral disorder 
which typically appears during early childhood. The benefit of redirecting through the 
use of movement can also be helpful when working with students with Attention Deficit 
Hyperactivity Disorder (ADHD). Jensen (2000) also substantiated the notion that 
movement aids in managing conditions such as Attention Deficit Disorder (ADD) and 
ADHD.    
Movement & Attention-Deficit/Hyperactivity Disorder research. 
Hartanto, Krafft, Iosif & Schweitzer (2015) examined the correlation of the 
intensity and frequency of movement with accuracy on cognitive tasks with students 
diagnosed with Attention-Deficit/Hyperactivity Disorder (ADHD). The researchers 
determined that the more intense the movement, the greater the accuracy achieved on the 
task.  Schweitzer (2015) expressed:  
Parents and teachers shouldn’t try to keep them still.  Let them move while they 
are doing their work other challenging cognitive tasks.  It may be that the 
hyperactivity we see in ADHD may actually be beneficial at times. Perhaps the 
movement increases their arousal level, which leads to better attention. (p.1) 
The study corroborates Rapport, et al.’s (2009) model that hyperactivity acts as a 
substitute for an individual with ADHD’s low arousal level in order to improve cognitive 
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functioning. Armstrong (1999) encouraged movement and physical activities for use with 
ADHD students, enabling them to better focus in the classroom in order to be successful, 
but also to capitalize on the possibility that they may naturally be kinesthetic learners. 
“Many kids labeled ADHD may, in fact, be highly developed bodily-kinesthetic learners 
– kids who learn best by moving, touching, building, dramatizing, and experiencing the 
material of the curriculum in other physical ways” (p. 73). Barnes (2010) stressed the 
importance of using movement with ADHD students, “because this intelligence is rarely 
focused on in the classroom, these students may have difficulties paying attention 
because their most developed intelligence is being neglected” (p. 21). 
 Another study conducted by Grönlund, Renck and Weibull (2005) examined the 
application of dance and movement therapy (DMT) with two, young boys identified with 
ADHD.  The results indicated that the dance and movement therapy had a minor impact 
of the boys’ behavioral issues; however, it had a more significant influence over their 
motor function. The authors suggested that this data could provide preliminary 
information toward helping reduce the symptoms of ADHD (Grönlund et al., 2005).  
Benefits a kinesthetic learning preference. 
 Research supports the idea that student instruction partnered with their learning 
preference has a positive impact on their learning achievement (Gardner, 1999; Geimer, 
Getz, Pochert & Pullam, 2000; Gens, Provance, VanDuyne, & Zimmerman, 1998; 
Greenhawk, 1997; Kuzniewski, Sanders, Smith, Swanson, & Urich, 1998; Mettetal, 
Jordan, & Harper, 1997). Turville (2008) stated, “Research has shown that regardless of 
how they are assessed, students who are taught in a way that is a better fit with their 
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preferences outperform students who are taught in a way that is a mismatch for them” (p. 
6). Students who learn kinesthetically would potentially thrive in a learning environment 
where movement was primary instructional tool.  “Eighty-five percent of school age 
children are natural kinesthetic learners” (Hannaford as stated in Blaydes, 2004, p. 4).  
Spielmann (2012) argued, “Many who are doing poorly in school are tactile or kinesthetic 
learners” (p. 12). By providing a learning situation where students are engaged in 
movement, students have the opportunity to use and association their active experience as 
a vehicle toward knowing. One key figure who studied how movement could be 
exercised for cognitive growth was Rudolf von Laban.  
A Pioneering Theory of Movement Education  
The Baby Steps of an Idea that Grew to Leaps & Bounds 
Rudolf von Laban 
In several music education methodologies, such as those by Jacques-Dalcroze, 
Gordon, Kodály and Orff, a movement component in assisting students experience and 
understand the fundamental of music is included. Edwin Gordon’s Music Learning 
Theory, in particular, was inspired by the work of pioneering movement theorist, Rudolf 
von Laban (Gordon, 1997). Gordon (2011) stated, “Breathing is movement and 
movement is music. That could easily be a constituent part of studying the major effort 
motion Rudolf von Laban postulated” (p. 7). This section provides information on 
Laban’s philosophy of movement and explains his elemental elements of time, space, 
weight, and flow, about which Gordon believed musical understanding could be 
enhanced with an emphasis on space over time, as well as flow over weight (Gordon, 
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2011).   
Rudolf von Laban, an artist and architect, as well as choreographer and movement 
theorist, avidly believed that movement provides an important link between the mind and 
the body (Jordan, 1986). Laban acknowledged that movement was an essential part of 
everyday life and learning. Likened to other movement philosophies, Laban’s theory of 
movement centered on the idea of effort and the purpose of each movement (Stanley, 
1977). Laban’s philosophy of movement included the understanding that the formal act 
of moving was a method of connecting the mental and physical experiences of life 
(Jordan, 1989). Laban recognized that dance did not receive the same respect as the 
musical and visuals arts and determined that in order for it to earn an equal status that a 
literacy for the dance must be created (Trinity Laban Conservatoire of Music & Dance, 
n.d., p. 4). Therefore, Laban sought to establish a method of observing, analyzing and 
documenting movement to assist individuals in their education and interpretation of 
dance movement. (Kail, 2007, p. 94).  This practice became known as qualitative 
movement analysis. Laban proposed that, in a broad perspective, there are two types of 
movement, one for the purpose of being expressive as in the art form of dance and the 
other which enables an individual to complete his daily tasks (Abels & Bridges, 2010, p. 
4). Laban further divided movements into four fundamental effort elements of time, 
space, weight, and flow (Laban, 1975).  
Flow is experienced along a spectrum between free and bound. Weight of 
movement can be light to heavy as it relates to the weight of the body. Time is 
perceived as either sustained or slowing or quick and accelerating. Space can be 
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direct and indirect, referring to whether the energy is focused on a direct path, or 
spread more globally. (Jordan, 1989, p. 317) 
These four elements, based upon a continuum of polar opposites, in turn created 
eight movement efforts which Laban was able to identify and distinguish, enabling him to 
analyze and create choreographed movement (Wygant, n.d., p. 2).  
Labanotation. 
As Laban applied his analytical approach, he also developed a system in which he 
was able to transcribe dance movement into a form of written notation.  The Sesame 
Institute (2011) confirmed, “Laban created a theoretical language in order to help the 
observer understand and record movement objectively” (p. 1). In 1928, Laban published 
his movement notation, which was originally called Kineotography Laban and what has 
become currently known as Labanotation, instituting a movement documentation system 
which continues to be used with present day movement specialists and researchers 
(Encyclopedia Britannica, 2016, p. 1). Ann Hutchinson Guest (2016), who is recognized 
for bringing Labanotation to the United States, provided the definition of Laban’s dance 
notation in the Encyclopedia Britannica, explaining how movements are documented in 
the following manner:  
The Laban system is an ‘alphabet’ system in that symbols represent movement 
 components through which each pattern is ‘spelled out’ (unlike some other 
 notation systems, which use distinct symbols to represent established movement 
 forms). In standard labanotation a vertical three-line staff represents the 
 performer. The center line divides the staff into right and left columns, which 
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 represent the main body parts. The staff, read from bottom to top, is written from 
 the performer’s point of view. Each direction symbol is based on a rectangle and 
 indicates four movement factors: its shape shows the direction of the movement; 
 it’s shading indicates level; its length represents duration of the movement (the 
 shorter, the quicker; the longer, the more extended in time); and its placement on 
 the staff indicates the part of the body that is in action. Families of signs represent 
 the minor body parts, and additional signs such as pins and hooks denote details 
 modifying the main action. (p. 1) 
Bishko (2008) asserted that Laban’s purpose for the notation “was not a script for 
dance, but written dance, dance that could be reconstructed from the written form” (p. 1). 
Through the creation of a dance notation system, which is regarded still today as “the 
primary movement notation system in dance,” to more closely examine movement, acting 
as an advocate for dance education and being the first person to develop community 
dance, “Laban raised the status of dance as an art form and elevated the reputation of 
dance scholarship” (New World Encyclopedia contributors, 2014, p. 1).  
Laban Movement Analysis. 
Based on his research, Laban’s students developed Laban Movement Analysis 
(LMA) to continue and further his life’s work.  Konie (2011) defines LMA as, “a 
theoretical and experiential system for the observation, description, prescription, 
performance and interpretation of human movement” (p. 1).  Penfield and Steel (2005) 
observed that among practitioners, LMA “is affectionately known as BESS (Body, Effort, 
Shape, Space) and differs in some ways from the British based Laban work” (p. 2). Kail 
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(2007) explained the four features of LMA. 
“Body” describes what part of the body moves, dancers’ coordination, movement 
 actions and the progression of their movement:  Do they move their whole body 
 simultaneously or begin with one body part and then move the rest of the body 
 successively or in opposition? “Effort” refers to the quality and energy in 
 movement:  Is the movement strong or light, direct or indirect?  “Space” 
 addresses a dancer’s pathways and spatial pulls in the performance area. “Shape” 
 analyzes the way the body creates form:  Are dancers contracting or expanding, 
 rising or sinking?  (p. 45) 
Carol-Lynne Moore (2009) defined LMA as, “a tool that can be used to refine 
awareness of movement, to describe actions objectively, and to encourage conscious 
reflection on the meaning of this dynamic dimension of human behavior” (p. 35).  
Laban’s forward thought and contribution to movement education has been 
deemed highly influential in elevating the status of dance as an art form (Trinity Laban 
Conservatoire of Music & Dance, n.d., p. 1) and Abels & Bridges (2010) acknowledged, 
“Laban (1879–1958) is considered by most as the true pioneer of movement education” 
(p. 4). Laban’s theory of movement has been applied not only in dance and physical 
education classes, but in music education classes as well. Abril (2011) explained, 
“Although his theories of movement (developed before 1950) were more typically 
applied in dance and physical education, they eventually made their way into music 
teaching and learning practices” (p. 97). Laban believed that self-awareness and 
ingenuity could be cultivated through movement (Laban and Ullmann, 1971). Music 
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educators saw how Laban’s work could enable students to interpret musical dances, as 
well as express their musical perceptions through movement and integrated Laban’s ideas 
into their musical instruction (Gordon, 2007; Nash, 1974; Woods, 1987). In recent years, 
music educators have broadened the use of Laban’s concepts, applying them to the 
instruction of conducting (Billingham, 2009; Gambetta, 2005).  While Laban never 
anticipated that his movement elements of flow, weight, time and space would be 
employed outside the field of dance, music educators, particularly those teaching 
Gordon’s Music Learning Theory, have identified how Laban’s work can be applied to 
rhythmic instruction (Lange, 2005). Lange explained:  
Music Learning Theory teachers use these stylistic movements to present musical 
 concepts and rhythm accuracy. Gordon believes that movement directly relates to 
 rhythmic accuracy, which is why Music Learning theory teachers use Laban’s 
 effort elements of flow, weight, space and time to teach movement. (p. 27) 
Thus, Laban’s pioneering theory in movement was at the beginning of a trend of 
theories that promoted movement as an approach for rhythmic instruction.  
Theories for Movement as an Approach for Rhythmic Learning  
Stepping Out with New Ideas for Rhythmic Understanding 
Shehan (1987) explained the commencement of using movement as a formalized 
instructional approach began at the turn of the twentieth century.  
Movement as a method of music education is largely a twentieth-century 
 phenomenon. Physical activities and dance were initially accepted as diversions 
 from the rigors of academic study, with the view that learning was more effective 
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 when the muscles were exercised. From an emphasis on motor skills that might be 
 executed in a rhythmic manner, there developed an interest in rhythmic training 
 through motor activities. Folk dances and movement such as walking, running, 
 skipping, and jumping were gradually adopted by music educators who 
 recognized their potential in the development of a rhythmic understanding. (p. 26) 
The cautious acceptance of rhythmic movement as a pedagogical tool was a 
process that evolved and developed throughout the first third of the twentieth century 
(Campbell, 1991).  Since 1946, additional support has been given to further this 
educational initiative through publications by the Music Educators’ National Conference 
(MENC). This national organization for music education has stressed the importance of 
kinesthetic learning stating, “bodily response to music of simple rhythms is fundamental 
to rhythmic learning” (Sidnell, 1981, p. 29).  Moreover, Ernst and Gary (1965) 
maintained that all music classes should provide opportunities to understand rhythm 
through bodily rhythm. O’Leary (2010) shared the same position that students should be 
active participants in their musical learning and comprehension.  
Movement is not just a product of music, but an integral and necessary element in 
its creation. Reading and writing benefit each other reciprocally, and movement 
and music may have the same relationship, particularly in terms of rhythm. Both 
pairs of concepts rely on connecting mental processes with physical sensations. 
(p. 2) 
While recommendations, such as these, along with the institution of national and 
state standards for the inclusion of movement in instruction have been made, Westervelt 
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(2002) claimed, “some music teachers may feel uncertain about how to actually begin 
movement instruction in their classrooms” (p. 13). Music educators may be unfamiliar 
with learning approaches that currently exist, which include movement as part of the 
instructional strategy.  One such approach, Dalcroze Eurhythmics, which has 
demonstrated success with music students, was developed by Emile Jaques-Dalcroze.  
Dalcroze Eurhythmics 
Emile Jaques-Dalcroze, a Swiss theorist and composer, studied the use of body 
movements and noted that improvement occurred in maintaining a basic pulse, learning 
metric concepts, and rhythmic phrases. Jaques-Dalcroze (1930) described Dalcroze 
Eurhythmics as “a necessary experience with music through movement that would 
develop the muscular rhythms and nervous sensibility and lead to the capacity to 
discriminate even slight gradations of duration, time intensity, and phrasing” (p. 21). 
Jaques-Dalcroze upheld, “children should develop that perception (the human muscular 
system perceives rhythm) before engaging in specific voice, instrument, or ear training” 
(p. 7). Jaques-Dalcroze (1906) believed, “rhythmic perception is facilitated through body 
movements” (p. 14). According to Jaques-Dalcroze, the body functions as a mediator 
between the musical sounds and the cognitive discernment of those sounds (Shehan, 
1987).  
The Music Educators National Conference (MENC) began investigating the 
principles outlined by Dalcroze and by 1936, the “Standard Course of Study of the 
MENC” strongly suggested that, “rhythm training was a critical component of music 
programs in the elementary grades” (MENC, p. 165). Grounded in Jaques-Dalcroze’s 
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theory and study of movement, subsequent research studies have been conducted to 
identify relationships between movement and the learning of rhythm. While Dalcroze 
Eurhythmics may be considered a familiar approach used in implementing rhythmic 
movement as an instructional too, another method, Music Learning Theory, influenced by 
Laban’s movement work and created by Edwin Gordon, has also been employed in the 
music classroom.  
Gordon’s Music Learning Theory  
 Laban’s philosophy acted as a profound influence on professor and lecturer in 
music education, Edwin Gordon, in the formation of his concept of rhythm education 
(Gordon, 1997). Gordon pioneered a new approach toward musical understanding, which 
he called Music Learning Theory. Similar to Suzuki, Dalcroze, Kodály and Orff 
approaches, students taught using the Music Learning Theory method build strong skills 
in performance through singing and rhythmic movement, as well as develop a proficiency 
in tonal and rhythmic patterns prior to being introduced to notation (Gordon Institute for 
Music Learning, 2016, p. 1). Gordon’s research led him to the conclusion that children 
experience difficulty preserving tonal and rhythmic aspects in music simultaneously 
during early learning and, therefore, recommended that tonal and rhythmic pattern 
instruction occur independently of one another (p. 1). Considering the fact that Gordon 
approached the initial instruction of tonal and rhythmic patterns separately, I will limit 
the subsequent discussion to that of the rhythmic facets of Music Learning Theory.  
Three modes of instruction in Music Learning Theory. 
Gordon divides rhythm instruction into three modes: two teaching modes and one 
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evaluative mode (GIML, 2016). The initial teaching mode involves the teacher first 
modeling a rhythm pattern and individual students performing the pattern immediately 
again with the teacher. In order for rhythm understanding to take place effectively, Music 
Learning Theory guidelines indicate that a “groove” must first be established with the 
students using one part of their body to feel the macro-beats and another sense the micro-
beats of the meter (GIML, p. 3). For example, in common time, the students would tap 
their foot to the quarter note pulse and pat their legs to the eighth note subdivisions.  
Once the meter has been clearly set, the teacher instructs the students by chanting the 
pattern first and then having individual students echo the pattern with her.   
Music Learning Theory methodology suggests that after every third or fourth 
pattern the teacher moves to the second mode, class patterns (p. 2). This involves the 
teacher modeling and the entire class responding simultaneously with the demonstrated 
rhythm pattern. The final mode is evaluative in nature.  The teacher returns to the student 
she has already modeled the rhythm for and repeats the pattern again. However, this time 
the teacher allows the student to perform the rhythm alone and evaluates how 
successfully she executed the pattern. Gordon suggested that teachers should engage 
students in these activities from “five to ten minutes to retain their effectiveness” (p. 2). 
Thus, one of the main principles of rhythmic instruction in Music Learning Theory is that 
rhythms are taught in patterns versus single note durations (p. 2). Children participate in 
listening activities to gain familiarity with recognizing and echoing a series of rhythm 
patterns. Once taught, children are encouraged to articulate and improvise using these 
patterns to demonstrate their understanding while gradually increasing their rhythmic 
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vocabulary over time. Note values are learned in the context, of when combined, how 
they form a musical meaning or sentence. The introduction to notation and music theory 
are reserved until students have successfully mastered these skills.  
Gordon emphasized the main role of movement as a means of developing a 
child’s ability to audiate rhythmically (Gordon, 1997).  In Gordon’s opinion, the 
comprehension of rhythm and the embodiment of it are so closely linked, it is near to 
impossible to consider them separately.  Gordon (2000) maintained, “Rhythm is 
movement and cannot be understood apart from movement as it relates to breathing. 
Thus, rhythm, movement, and breathing are inseparable. Rhythm must be felt—it only 
begs the question to intellectualize about it” (p. 2).  According to Gordon (2003), 
movement serves at all times as the basis to learning rhythm, even if the individual is 
only imagining the movement. This idea mirrors Jaques-Dalcroze’s perspective of 
movement as a liaison between the musical sound and the cognitive comprehension of it. 
While each of the philosophies of Jaques-Dalcroze, Laban, and Gordon has their 
individual methods of implementation and focus, common to all these philosophies is the 
belief that movement experiences will enhance a child’s ability to perform, discriminate 
among, and understand the rhythmic and even stylistic aspects of music (Olsen-
Pietrowski, 2003).  
Kodály Concept 
Tuck & Tuck (2015) stated that the Kodály Method, also known as the Kodály 
Concept named after Hungarian educator Zoltán Kodály, includes rhythmic movement, 
which was inspired by Jaques-Dalcroze’s work. Houlahan and Tacka (2008) remarked 
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that Kodály fully believed that “movement through singing games and folk dancing is 
critical for the musical development of children” (p. 22).  Kodály (1974) stated, “Singing 
connected with movement and action is a much more ancient and, at the same time, more 
complex phenomenon than is a simple song” (p. 34). Similar to the approaches of Jaques-
Dalcroze and Carl Orff, Kodály embraced rhythmic instruction based on large muscle 
movements. Richards (1966) detailed that the primary array of physical movements used 
in the Kodály Concept include: “clapping, marching, skipping, walking and dancing” (p. 
45). Tuck confirmed that the Kodály Method implements “rhythmic movements, such as 
running, walking, marching, and clapping” to strengthen the student’s understanding of 
rhythm while singing or listening to music (p. 1). Deiboldt (2010) added, “Movement, he 
felt, should be relatively unstructured but remain closely related to the lyrics and rhythm 
of the music” (p. 8). Richards summarized the outline for rhythmic instruction used in the 
Kodály Concept with the following description.  
Each rhythm symbol is introduced in a pattern which is placed upon the basic 
beat. The learning of these patterns progresses slowly and methodically from the 
extremely simple to the very difficult over a period of three to four years.  The 
patterns are always experienced in song. The child’s whole body is used in active 
moment to the rhythms, which helps to keep the music period interesting for even 
the usually inattentive child. (p. 45) 
Kodály was familiar with Jaques-Dalcroze’s work regarding the benefits of 
movement with instruction and Richards (1966) explained that Kodály modified the use 
of movement in his approach toward music instruction.  “Where Dalcroze uses the piano 
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and movement to music that is heard, Kodály bases his work on the singing voice, using 
movement to music that the children make themselves through their voices and their 
bodies” (p. 46). Kodály recognized the value of movement in rhythm education and 
incorporated it into his approach toward creating a musically literate population.  
Orff-Schulwerk 
The pursuit, understanding and expression of rhythm also held great appeal for 
German educator, conductor and composer, Carl Orff. Bursting with robust rhythms, 
Orff’s compositional output, including his widely-recognized Carmina Burana, 
demonstrated his strong affinity for meter and pulse. This fascination with rhythm carried 
over into Orff’s instructional approach. The American Orff-Schulwerk Association 
(2016) acknowledged, “Orff’s pedagogical work is directly related to his artistic 
compositions” (p. 1). Orff’s approach features speaking, singing, moving and the playing 
of percussion instruments in an original and inventive manner as theoretical concepts are 
taught through imaginative, musical play and improvisation.  
In collaboration with his teaching colleague, Dorothee Gunther, at the 
Guntherschule during the 1920s, Orff implemented his Schulwerk (Schoolwork) method 
in the music and dance courses with the students who attended the all-female school 
(AOSA, 2016, p. 2). Choksy remarked, “It was important to Orff and Gunther from the 
very start that students physically experience beat, meter, tempo, and rhythm, that they 
express these elements and through instruments, doing rather than learning about” (p. 
104). Hence, movement, again, is recognized and deemed important in the instruction of 
rhythm. 
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Shamrock (n.d.) explained that music and movement are the primary components 
in Orff-Schulwerk and “are to be considered equal and interdependent” (p. 2). Orff 
(1978) denoted music and movement as “elemental” and elucidated his description in the 
following manner. 
What is elemental?  The Latin term ‘elementarius’ means ‘belonging to the 
 Elements,’ to the origins, the beginnings, appropriate to first principles.’ Further, 
 what is elemental music? [It] is never music alone; it is bound together with
 movement, dance and speech; it is a music that one must make himself, into
 which one is drawn in not as a listener, but as participant. It is unsophisticated, 
 knows no large forms or grand structures; instead it consists of small series forms, 
 ostinatos, and small rondo forms. Elemental music is near the earth, natural,
 physical, to be learned and experienced by everyone, suitable to the child. (p. 5) 
 Orff (n.d.) commented, “Tell me, I forget, show me, I remember, involve me, I 
understand” (p. 1). While several theories existed that supported and encouraged the use 
of movement for deeper understanding, there were a number of conservative opponents 
that disputed the benefits of integrating movement in American schools. 
Instructional Evolution of Movement in Education in America 
You Can’t Stop the Beat 
Opposition to Movement and Rhythm Instruction 
For a period in history, conservatives believed that rhythmic instincts were an 
innate characteristic and the primary purpose of public school music programs was to 
develop note reading skills (Shehan Campbell, 1991). Psychologist Carl E. Seashore was 
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one such proponent that movement was unnecessary in musical instruction and should be 
limited to physical education courses and recess periods of the school day.  Seashore 
(1918) claimed, “Rhythmic periodicity is instinctive. The tendency to act in rhythmic 
movements is of biological value” (p. 511).  
Jacob Kwalwasser (1925) agreed with Seashore in his report in the Third 
Yearbook to the National Education Association. Kwalwasser cited research from a 1924 
study that was conducted with seventy-five intermediate level students in two separate 
schools. After being given The Seashore Rhythm Test, the experimental group was given 
concentrated, rhythmic training over a two-month period, employing physical devices 
while the test was readministered to the control group three days after the initial test date.  
The results revealed students in the experimental group improved 3.4% while the control 
group improved 3.9% (Kwalwasser, 1925). Klauer (1924), who conducted the study, 
maintained, “This capacity is relatively fixed. The children remained substantially where 
they were, in spite of the intensive rhythmic drill to which they were subjected” (p. 361). 
Based on these details, Kwalwasser doubted the need for moving and specific rhythmic 
training in the music curriculum. Accounts, such as this, caused elementary music 
teachers to have misgivings regarding rhythm training and instead influenced them to 
focus on vocal development (Shehan Campbell, 1991).  
 Another strong opponent to rhythm instruction was Thaddeus P. Giddings. 
Giddings favored the limited music classroom time be allocated to the development of 
music reading skills, excluding, in particular, any rhythm training that involved 
movement. Giddings (1910) argued: 
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Do no rhythm work as it is usually done. No dancing, drawing, hopping or other 
nonsense in the music lessons…. You are giving rhythm exercises of the best sort 
when you have the children sing songs…. Why fool away any time in teaching a 
thing the child already knows?  The only thing we have to teach is the recognition 
of rhythm from the printed page… (p. 41) 
Giddings believed that rhythm was best learned through singing. Even after 
witnessing the development of rhythmic training through various instructional methods 
over nearly a twenty-year period, Giddings positioned never wavered.  
Students had been expected to gain their rhythm education through singing 
experience during the majority of the 19th century; however, formal rhythmic training that 
incorporated movement ultimately began to emerge during the first third of the 20th 
century for several reasons. Shehan Campbell (1991) explained:  
Changing educational philosophies – from 19th century conservatism to the 
 progressive views of the New School, along with developments related to 
 curricular areas and a growing awareness of the principles of Dalcroze 
 Eurhythmics – brought rhythmic training to its central place in the contemporary 
 elementary music program. (p. 12) 
Based upon the Dewey’s theory of progressive education, which stressed the 
importance of a child being able to creatively express himself, and the musical 
achievements that Jaques-Dalcroze was able to accomplish using Dalcroze Eurhythmics, 
movement had commenced its integration into music education as an instructional device. 
Ferguson (2005) elaborated, “Prior to Dewey’s influence, classroom movement was used 
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primarily to relieve stress and improve posture but progressive teaching began to use 
movement as a pedagogical tool during this time” (p. 23). Shehan (1987) professed, “As 
an approach to the conceptual understanding of music, movement has been successfully 
employed in the curriculum for at least a hundred years” (p. 30).  
Movement Education born out of Physical Education  
 While the importance of teaching the three R’s (reading, writing and arithmetic) 
served as the foundation of a student’s education for many centuries, the inclusion of 
movement into the curriculum has long been proposed and recommended.  In his book, 
Integration of Physical Education in the Elementary School Curriculum, James 
Humphrey provided a history of movement-based education. Humphrey (1990) wrote: 
 The Greeks felt that physical education activities might be a welcome adjunct. 
 Plato over 3,200 years ago suggested that all early education should be a sort of
 play and develop around play situations. In the 17th century Locke, the English 
 philosopher, felt children should get plenty of exercise and learn to swim early in 
 life. Rousseau, a notable French writer, held much the same opinion believing that 
 learning should develop from activities of childhood. (p. 27) 
Therefore, the value of learning through play and movement in education has 
existed for centuries among revered philosophers.  
 Nearly a half century later, movement had been implemented and recognized in 
education as movement education. Humphrey (1990) acknowledged, “Movement 
education was a term that was coined around the mid 1950’s that maybe started in 
England but most believe was a product of the thinking of American physical educators” 
		
70 
(p. 30). Armstrong (1994) stressed, “Traditionally, physical learning had been the 
providence of PE and vocational education” (p. 74). However, education through 
movement had expanded and was employed in one of two manners.  Students learned by 
means of participating in a sporting game via their physical education class or movement 
was incorporated into various subjects throughout the school day (Lindstrom, 2010). 
Since the 1980’s, the implementation of movement has made significant improvements in 
education, particularly at the elementary level; however, with the recent increase of time 
needed to prepare students for additional state testing and laws, such as No Child Left 
Behind, teachers recognize that there is little to no time available to incorporate 
movement or play into their teaching schedule (Lindstrom, 2010). Movement has been 
more readily received and employed at the elementary level while at the secondary level 
its value and application appear to diminish. There is growing concern that opportunities 
to include movement may diminish or cease to exist in public school curricula. Jensen 
contended, “Kinesthetic arts deserve a strong, daily place in the curriculum of every K–
12 student” (p. 71).  
The ability to apply movement in any curricular area to improve learning provides 
educators with an instructional tool which can enable students to connect directly and 
more deeply with conceptually challenging subject material. By using movement to 
convert the abstract nature of a given subject into an idiom that is easier for students to 
comprehend, educators could integrate a physical activity into all subject areas. 
Kinesthetic specialist Susan Griss (2003) explained:  
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Such experiential learning can apply to math, science, history, literature, 
 punctuation, grammar, and a range of other curricular subjects. By creating a rich, 
 contextual environment, kinesthetic learning constructs memories connected to 
 time, place, and emotions, which we call episodic learning.  Students activate and 
 integrate physical, emotional, and cognitive responses to what they are learning, 
 making learning more meaningful.  (p. 1) 
 Mahoney (2008) revealed how five elementary school teachers, who 
implemented movement-based active learning strategies, were able to improve student 
learning in the areas of math, language arts, science, social studies, and art/music. 
Mahoney reported, “the five classroom teachers in this study found that when they were 
observing children moving, they were able to immediately correct a misperception before 
it had time to create confusion for the child” (pp. 62–63). In addition, the researcher 
noted, “The teachers also found that children were able to retain information when they 
were actively moving and problem solving academic concepts” (p. 63).  
Lepine (2013) examined the effect of integrating physical education with an 
elementary school classroom curriculum.  Students in the experimental group used a 
variety of physical education games to learn about the solar system.  For instance, one 
game required the students to form planets that orbited the sun and how drifting asteroids, 
represented by individual students, could collide with the planets. In this specific lesson, 
students were taught how craters on Jupiter were formed and how an asteroid collision on 
Earth could have been the cause for the extinction of dinosaurs. Based on the study, 
Lepine determined that “Integrating P. E. with the culture curriculum had a significant 
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positive impact on the first and second grade students’ ability to remember the names and 
order of the planets” (p. 20). In addition, the participating classroom teachers remarked 
that students were overheard making connections with classroom lessons and the physical 
activities experienced during physical education class.  
Research and findings, such as these, indicate that movement enables students to 
make connections between abstract and concrete thinking, to develop higher level 
thinking skills and contributes to providing a well-rounded education.  Bonbright (1999) 
insisted, “The future of dance education lies in its inherent ability to effectively bridge 
the creative and theoretical, connect the body and mind, and empower the personal and 
the cultural. The skills and knowledge that dance educators now bring to education 
support the overarching goal of educating the whole child” (pp. 37–38). 
Movement in the Other Disciplines 
National Standards for Dance Education. 
National recognition of the benefit of movement to public education occurred in 
1994 when Goals 2000: Educate America Act was signed into legislation under President 
Clinton and Congress. The Consortium of National Arts Education Associations received 
one million dollars in funding to create national standards for dance, music, theatre and 
the visual arts (Bonbright, 1999). With regard to education, the National Standards for 
Dance Education stipulated several standards that partner movement with other 
disciplines. Discussing dance in education, McCutchen (2006) outlined the seven content 
standards in dance. 
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Content Standard 1: Identifying and demonstrating movement elements and skills  
                                  in performing dance 
Content Standard 2: Understanding choreographic principles, processes, and  
            structures 
Content Standard 3: Understanding dance as a way to create and communicate  
            meaning 
Content Standard 4: Applying and demonstrating critical and creative thinking  
            skills in dance 
Content Standard 5: Demonstrating and understanding dance in various cultures 
                                  and historical periods  
Content Standard 6: Making connections between dance and healthful living 
Content Standard 7: Making connections between dance and other disciplines. 
            (p. 25) 
These standards included benchmarks for what students were expected to 
understand and achieve by the completion of grades four, eight and twelve. However, 
while legislation, such as Goals 2000, had been passed to promote the inclusion of dance 
and the arts, Bonbright (1999) claimed “the gap between that goal and the actual practice 
of arts education in classrooms is wide” (p. 35). As cited earlier, historical accounts 
detailed that the inclusion of movement in the public-school classroom has been a 
somewhat slow and inconsistent process. It has not been until the past decade that the 
implementation of dance in education and research studies pertaining to dance integration 
has significantly increased.   
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One example of an integrated movement study with language arts includes an 
investigation in 2003 by McMahon et al., which examined the effect of dance on the 
reading skills of first graders.  Participants formed letters and shapes of sounds with their 
bodies and created name dances to develop their early reading skills.  McMahon et al. 
determined that participation “led to great improvement in reading comprehension,” and 
“improvement in vowel recognition” (p. 1).   
Burke (2009) described how she incorporated dance into a high school chemistry 
course she was invited to teach.  For a two-week period, Burke invited a dance artist to 
create a dance, based directly on student input, to represent the conceptual ideas behind 
chemical reactions.  Burke explained, “Because he [the dancer] knew no chemistry, my 
students and I had to explain to him about ionic, covalent, and metallic bonds and the 
types of chemical reactions” (p. 1). Through the dance, students were provided an 
opportunity to visualize how electrons behave, the intensity of molecular bonds and polar 
attraction. Burke stated, “Students reported that the dance helped them answer questions 
on the state chemistry achievement exam. They closed their eyes and visualized their 
dance to retrieve information about chemical reactions” (p. 1). In addition, Burke shared:  
Besides enhancing the students’ understanding of concepts, dance helped reveal 
 their unrecognized talents. One boy had been withdrawn and unresponsive, never 
 entering into class discussions.  But when asked to show, through movement, the 
 chemical reaction known as a single replacement, he grabbed two of his 
 classmates to form the covalent bonds, of the ion and whirled around the room to 
 find a ‘metal.’ Evaluating the day’s lesson later, he said, ‘Dancing helped clear up 
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 chemistry ideas that had been hard for me to understand.’ (p. 1) 
These studies, exemplifying the national standards, provide illustrations how the 
integration of dance with other disciplines enable student academic success. 
National Core Arts Standards. 
 For a second time, further national acknowledgement and support of dance in 
education was given in 2014 when the Coalition for Core Arts Standards introduced the 
most current and even greater detailed set of arts standards for education, the National 
Core Arts Standards. Poulin (2014) explained how researchers, as well as professionals 
and educators in the arts arrived at constructing these standards for each grade, beginning 
with pre-kindergarten through grade eight and three additional levels in high school.  
“Practicing arts educators wrote the standards, with input from researchers and 
professional artists. This blend of classroom-based wisdom and scientific method enabled 
writers to craft challenging but developmentally appropriate standards for students at 
each grade and level” (p. 1). The last two standards for dance are targeted at connecting 
the students’ dance experience with other content areas in order to foster a deeper 
understanding of the world around them. The National Core Arts Standards (2014) 
summarized the final two anchor standards for dance in the following manner: 
Anchor Standard 10: Synthesize and relate knowledge and personal experiences 
to make art. 
Enduring Understanding: As dance is experienced, all personal experiences, 
knowledge, and contexts are integrated and synthesized to interpret meaning. 
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Essential Question(s): How does dance deepen our understanding of ourselves, 
other knowledge, and events around us? 
Anchor Standard 11: Relate artistic ideas and works with societal, cultural, and 
historical context to deepen understanding 
Enduring Understanding: Dance literacy includes deep knowledge and 
perspectives about societal, cultural, historical, and community contexts.  
Essential Question(s): How does knowing about societal, cultural, historical and 
community experiences expand dance literacy? (p. 1) 
The revised standards are designed to improve instruction and enlighten curricular 
relationships. With support from educators and researchers, it becomes clearer to see the 
vast possibilities of incorporating movement into all core subject areas and the positive 
outcomes it may have.   
Movement in Physical Education 
A set of national physical educations standards were established in 2013 by the 
Society of Health and Physical Educators (SHAPE) America, which included dance as 
part of the recognized physical activities contributing toward literacy. The second 
standard relates specifically to the role of movement. “Standard 2 – The physically 
literate individual applies knowledge of concepts, principles, strategies and tactics related 
to movement and performance” (SHAPE, 2013, p. 1). Dance and Rhythmic Activities 
represents one of seven activity categories where movement or rhythmic endeavors are 
recommended to achieve understanding.  SHAPE defined these activities as “activities 
that focus on dance or rhythms and might include, but are not limited to dance forms such 
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as creative movement/dance, ballet, modern, ethnic/folk, hip hop, Latin, line, ballroom, 
social and square” (p. 32). Therefore, receiving national recognition under the national 
standards for physical education, movement and dance have earned additional support 
validating their worth and application to a student’s overall education.  
Movement in Music Education  
Juntunen & Hyvönen (2004) insisted that integration of movement in education 
has value regardless of the subject area; however, it develops a unique physical 
sensitivity when pertaining to musical understanding. The authors stated, “Applying body 
movement in teaching music develops above all bodily knowing of music. In this mode, 
musical understanding is manifested in bodily action, which can be seen as a physical 
metaphor bridging the concrete and the abstract” (p. 211). Rohwer (1998) also proposed, 
“Teachers who provide basic kinesthetic experiences for their students may help to 
connect the cognitive understanding of note length to the overt experience of movement 
in time” (p. 422). 
History of rhythmic movement integration. 
Several progressivists and educators have written about the importance and 
benefits of using movement to teach music, specifically rhythm. Stetson proposed a 
motor theory of rhythm that emphasized a physical activity to achieve rhythmic 
sensitivity. Stetson (1905) declared, “Every rhythm is dynamic; it consists of actual 
movements. It is not necessary that joints be involved, but changes in muscular 
conditions which stand in consciousness as movements are essential to any rhythm, 
whether ‘perceived’ or ‘produced’” (p. 257).   
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Educational psychologist and music educator James Mursell believed that rhythm 
was learned and not inherited. Mursell wrote extensively regarding the nature of rhythm. 
Mursell (1927) acknowledged that a genuine relationship exists between music and 
movement in the manner in which rhythmic behaviors are cultivated, which has been 
accepted by music educators since the early 1900s. Mursell shared the philosophy that 
rhythmic understanding is closely related to the capacity for muscular response and 
clarified Stetson’s theory for music educators in less technical terms (Shehan Campbell, 
1991). Mursell (1927) contended:  
If we want to know how the feeling for rhythm can best be trained, if we want to 
know what is the matter with the pupil in whom it is lacking, and if we want to 
build it up in those with whom it is weak, the primary thing to understand is that it 
depends on muscular reaction. (p. 40) 
Based on Stetson’s theory, Mursell accordingly, endorsed Giddings’ finger-
tapping approach for use in rhythmic instruction until 1930 when he met music educator, 
Mabelle Glenn.   
 Experienced with Dalcroze Eurhythmics, Mabelle Glenn, a Kansas City school 
music supervisor and prominent clinician, was influential in advocating for the 
implementation of rhythmic movement in the elementary music curriculum. She 
contributed to the 1926 two-volume textbook, Music Appreciation for Every Child, in 
which she recommended the use of creative movement in response to rhythm. Shehan 
Campbell (1991) described Glenn’s recommendations to include: “quick reactions to the 
teacher’s improvised rhythms, realizations of rhythms in creative movement, and what 
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Jaques-Dalcroze called disassociation, the act of conducting the beat while stepping the 
rhythm of the melody” (pp. 47–48). Glenn met and developed a professional relationship 
with Mursell and, consequently, the authors collaborated on several works and 
conference presentations, including The Psychology of School Music Teaching (Mursell 
& Glenn, 1931).  The authors concluded that rhythm is experienced through the body, 
specifically through a swinging sensation. Mursell & Glenn claimed, “The child does not 
sense the beat by attending to the arithmetical number of pulses in a bar, but by catching 
the swing” (p. 184). Shehan Campbell noted that Mursell used this catchphrase, “catching 
the swing” (p. 19) in his later publications to emphasize the importance of using 
movement when learning rhythmic aspects of music. Mursell originally had subscribed to 
Thaddeus Giddings’ finger-tapping approach; however, in light of his work with Glenn, 
he too realized that larger movements were required. Mursell’s revised viewpoint was 
expressed in his collaborative publication with Glenn, The Psychology of Music School 
Teaching, where they wrote: 
They should be large muscular responses. Tapping with the finger, for instance, is 
 open to criticism because of the smallness, the puniness of the reaction.  It is 
 impossible to feel the sweep and swing of the rhythm in the small directive 
 muscles of the finger. (p. 187) 
However, it was Glenn’s work as the chief editor of the World of Music textbook 
series that brought additional attention to rhythmic movement’s place in the curriculum 
(Shehan Campbell, 1991).  Movements, such as walking, running, skipping, and 
galloping, were featured as part of listening activities in the primary grades, while 
		
80 
students at the intermediate grade level were guided to use movement for rhythmic 
notation and learning (Shehan Campbell, 1991). The World of Music series provided an 
expansive opportunity for rhythmic movement to be showcased and encouraged in the 
elementary music curriculum.  
Providing additional backing, Karl W. Gehrkens also championed the use of 
rhythmic movement in the elementary curriculum.  Gehrkens had an interest in rhythmic 
gymnastics and its application in the music education (Shehan Campbell, 1991). Lendrim 
(1962) also suggested, “Gehrkens was probably the chief contributor to the co-authored 
Universal Music Series of 1923 for the inclusion of singing games, folk dances, and the 
explicit teaching of rhythm through clapping, nodding, and swaying” (p. 266). Still, it 
was after Gehrkens took courses in Dalcroze Eurhythmics and studied the method with 
Jaques-Dalcroze himself that his thinking about rhythmic movement changed (Gehrkens, 
1932). Gehrkens identified a liberating aspect in the movement for both the body and 
mind from “inhibitions imposed by the conventions and restrictions of modern life” (p. 
308). Being a reputable presenter and textbook author, Gehrkens began to incorporate 
elements of Dalcroze Eurhythmics into his elementary music curriculum publications. He 
cited in his Music in the Grade Schools (1934), that rhythmic learning serves as a 
principal objective in music education, suggesting “rhythmic training will do more to free 
the child’s body – and mind – and to ensure poise, grace, self-confidence, and charm than 
any other single activity of school life” (p. 2). Progressivists, such as Mursell, Glenn, and 
Gehrkens, acted as front-runners in bringing rhythmic training to the foreground of 
elementary music education while “the decision to integrate rhythmic movement was laid 
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in the hands of practicing music teachers” (Shehan Campbell, p. 20).  
Additional advocates for movement in rhythmic education. 
Hoffer (1964) clearly articulated that not only should movement be used in 
conjunction with the learning of rhythm, but it should also come before any form of 
notation is introduced. “Physical experience must accompany or precede the learning of 
symbols that indicate it. Groups that are not musically advanced need many physical 
experiences related to the rhythm of music” (p. 177). Ernst and Gary (1965) upheld the 
philosophy that every music class should provide students with various opportunities to 
understand rhythm through movement. Bessie Swanson (1969) concurred with the notion 
that music is understood through movement, stating: 
The teacher can provide music that supports the different kinds of movement and 
children can begin to transfer their understanding of music….The musical 
purposes for this early experience are to give the children a meaningful reason for 
listening to music, to direct their imaginations to it as an expressive medium, to 
give them experience with its rhythmic elements…bodily movement also can be 
used with both songs and recorded music to analyze and to develop a more 
precise understanding of details of melody, rhythm and musical form. (p. 69) 
Leonard (1978) agreed and confirmed, “Music and dance, the blending of 
rhythmic sound with movement, lubricate all learning, and it is tragic that these subjects 
are considered anything less than basic in our schools” (p. 8).  
In his book, Neuronal Darwinism: The Theory of Neuronal Group Selection, 
Nobel Laureate Gerald Edelman (1987) noted the necessity of connecting musical 
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learning with a physical action. Edelman explained that the brain’s multitude of neural 
groups require a motor response when stimulated. Based on Edelman’s 
recommendations, McCrystal (1992) stressed the importance of employing a physical 
response when learning rhythm. “Preferably dance, or some kind of appropriate body 
movement is needed by rhythm neuronal groups in order for them to function efficiently” 
(p. 11). This learning process enables the brain to select the proper neuronal groups for 
categorizing and classifying future rhythmic stimuli.  
Abramson and Reiser (1994) furthermore advocated, “Teaching and learning any 
new musical skill requires every organ and limb of the body to become involved, musical 
information that is embodied promotes musical eurhythmy” (p. 9).  Radocy and Boyle 
(2012) agreed, offering that rhythmic growth is “inextricably related to movement” (p.  
217).  
Movement Research  
Studies That Shuffled Movement Research Along 
Movement Research in General Education  
The idea that movement is beneficial to a child’s development in all disciplines is 
not a novel one and, consequently, researchers have examined and written about the 
impact of movement on learning (Lindstrom, 2010). Frostig (1970) stated:  
A great deal of research has been done using widespread field-testing and 
experimentation showing that a well administered movement education program, 
one that is integrated with all subjects, can promote good health, a sense of well 
being, the development of the sensory motor skills and self awareness. (p. 71)  
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Jensen (1998) stated, “Today’s brain, mind and body research establishes 
significant links between movement and learning. Educators ought to be purposeful about 
integrating movement activities into daily learning” (p. 88). Likewise, Sousa (2000) 
reported, “It seems that the more we study the [brain], the more we realize that movement 
is inescapably linked to learning” (cited in Neil, 2012, p. 1). In addition, Pica (2006) 
certified, “Today, we also have considerable research proving that movement, play, and 
physical activity contribute to brain and intellectual development” (p. 10). Lessons in 
curricular subjects including: math, language, science, and social studies can be related 
through movement and dance (Barnes, 2010). Barnes mentioned:  
Movement and dance can be easily integrated with different subjects because 
everything, at one point or another, moves. Relationships of growth, action, 
reaction, and change are responsible for making up the world and the people in it. 
By linking movement and dance to curriculum, it creates a thrilling, stimulating, 
logical, and creative process that leads to rhythmic forms in dance, causing the 
memories to not fade easily. (p. 19) 
Seeing the positive impact of corporeal activity in education, Lindstrom (2010) 
advocated for the incorporation of movement in all subject areas. “The brain should be 
involved in everything we do at school, with daily subjects being infused with physical 
activity in a number of ways” (p. 38).  
A study by Skoning (2010) cited an example of an existing 4th/5th grade inclusive 
classroom where dance and creative movement are implemented as fundamental teaching 
approaches. “Teachers implement kinesthetic strategies throughout the academic day” (p. 
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172). For example, Skoning described how students use movement in order to learn about 
characters in a novel.   
Each group discusses an assigned character and how that character might move at 
 different points within the novel. Then the students combine these movements 
 into phrases that represent their character and perform their dances for the rest of 
 the class. (p. 172) 
In this manner, movement enables the students to gain a more profound 
understanding of the characters and their journey throughout the story.  
Furthermore, based on her research, Skoning (2010) asserted that when a student 
is, at first, unable to express himself or herself easily through writing, he or she can do so 
through creative movement.  Earlier, Brehm & McNett, (2005) had also recognized that 
in order to reinforce a given concept through the creation of a dance, a student has the 
capability to demonstrate his/her full understanding of a topic, which can also be utilized 
as a means of assessment. Skoning stated, “Some of these students are able to write a 
response as long as they have ‘moved’ it first.  One intelligence is used to help strengthen 
another” (p. 173). This particular instance provides further evidence to advocate for the 
use of movement and dance as a beneficial instructional strategy. By engaging students’ 
minds and bodies in the learning process, regardless of the subject, educators have the 
opportunity to maximize cognitive processing and connect students more intimately to 
the world around them. Compelling evidence also exists to show that movement impacts 
perceptual motor systems (Caine and Caine, 1994; Jensen, 2001; Sousa, 2003). 
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Movement Research in Music Education 
Rhythmic and Beat Perception. 
Studies have been conducted concerning the development of an individual’s skills 
in learning rhythms in association with movement activities (Rainbow, 1971; Joseph, 
1982; Flohr, 1984; Moore, 1984; Blesedell, 1991; Rose, 1995; Rohwer, 1998; Croom, 
1998). Investigations extend from the examining which areas of the brain are mutually 
involved in motor function and rhythmic perception to the types of movements found to 
benefit rhythmic learning. For instance, a connection between rhythm perception and 
areas of the brain that are associated with motor functions has been shown to exist. 
Activity in “motor areas” has been confirmed by neuroimaging during rhythmic 
perception and production (Schubotz et al., 2000; Schubotz and von Cramon, 2001; 
Grahn and Brett, 2007; Chen et al., 2008). Perception of rhythm is associated with the 
identification of a pulse, which occurs at evenly spaced moments in time (Cooper and 
Meyer, 1960; Lerdahl and Jackendoff, 1983).  While it is common when individuals hear 
music for them to move to the beat (Drake, et al., 2000), it implies the potential 
importance of motor networks.  
Healy (2003) noted the effect of movement on beat perception and sequencing. 
“Language, foresight, and other cognitive intelligence are connected in the brain through 
rapid movements in sequence and by developing a bodily sense of beat” (p. 95). 
Sequenced activities, such as sentence formation, constructing a model, following the 
steps to solve a math problem, and playing the piano all require and can benefit from 
ordered movements (Lindstrom, 2010).  
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Preschool and Elementary School. 
 Young children employ movement as a learning tool to make up for their 
undeveloped cognitive skills unlike the manner in which adults conceptualize information 
(Gallahue & Ozmun, 2002). O’Leary (2010) explained, “This creates a circular 
relationship where children learn to move and move to learn” (p. 9). It is through this 
means that children experience the world and learn about life, including music (Gallahue 
& Ozmun). Therefore, understanding that children use movement has a primary method 
of knowledge acquisition, it is not surprising that researchers have noted a prevalent 
amount of research has been focused on children in the preschool and primary grades 
(Achilles, 1991; Andress, 1991). Correspondingly, numerous aspects of rhythm have 
been studied with respect to motor and cognitive developmental areas; however, a 
majority of the research has been aimed at elementary age students and work done in the 
general music classroom (Constanza and Russell, 1992). McCabe (2004) affirmed, 
“Much of previous research associated with kinesthetic activities relating to the teaching 
of rhythm centered on subjects in preschool through fourth grade and usually took place 
in a typical general music classroom” (p. 4).  
Relationship to Rhythmic Ability. 
 In 1979, a study by Rainbow & Owen was published, examining the rhythmic 
ability of preschool children. The investigation looked at the following problems: 
1. To determine how many of the selected rhythmic tasks could be successfully 
learned by 3-year-old children during the course of one school year. 
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2. To determine how many of the selected rhythmic tasks could be successfully 
learned by 4-year-old children during the course of one school year. 
3. To compare the ability of 3- and 4-year-old children to learn the selected 
rhythmic tasks. 
4. To estimate the learning difficulty rate of each rhythmic task for each age 
level. 
5. To compare for each age group the effect of mode of response on the relative 
difficulty of learning a rhythmic task. (p. 84) 
The rhythmic tasks implemented in the study comprised three main categories: 
“motor tasks that used large muscles, motor tasks that used simple instruments for 
response and tasks that used vocal sounds for the rhythmic response” (Rainbow & Owen, 
p. 84). The results revealed that: 
 rhythmic tasks requiring large muscle movements are difficult for three- and 
 four-year-old children. Such activities as marching to music or marching and 
 clapping rhythms present problems. The tasks that are most successful involve the 
 use of simple rhythm instruments and the use of speech patterns or chanting. (p. 
 86) 
Wight (1937) sought to determine if rhythmic understanding could be taught and 
if an association exists between general motor ability and rhythmic ability. Thirty-five 
children, ages four to fourteen, from the Country Home for Convalescent Crippled 
Children in Chicago were selected to participate in the study and were given a pre-test 
listening to and mirroring four rhythm patterns through the tapping of keys. The 
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participants were divided into two groups, eighteen children in the experimental group 
and seventeen children in the control group. The control group maintained their normal 
daily schedule at the home while the control group were provided eighteen rhythmic 
training classes, meeting approximately twice a week. Based upon the post-test scoring, 
the control group demonstrated improvement due to their rhythm training. Wight 
determined from the results that “Rhythmization and intelligence are both related to 
motor coordination. Rhythmization is subject to improvement through specific and 
general training, no matter what the initial level of ability may be” (p. 171). Wight 
concluded, “It would seem that the inclusion of training in rhythmic activities could be an 
important addition to the educational activities of an institution such as the one in which 
this investigation was carried out” (p. 171).  
Effect on Musical Competency. 
In 1977, Douglass compared the differences in musical achievement between 
students who received an education in traditional music with and without rhythmic 
movement instruction. Four fourth grade music classes from two elementary school were 
used as participants in the study.  The control group received music instruction without 
any rhythmic movement training while the experimental group received twenty minutes 
of eurythmic instruction over a twenty-eight-week period. The proposed indication for 
improvement was based on the gain in achievement on the Physical Response to Rhythm 
in Music (PRR) test and the Iowa Tests of Musical Literacy (ITML) (Douglass, 1977). In 
addition, Douglass composed a sight-reading test to identify improvements in the 
students’ ability to sight-read.  Lastly, students were evaluated on their ability to perform 
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and sight-read a recorder etude. Results from the PRR indicated that the experimental 
treatment yielded a significant gain in scores, supporting Douglass’ conclusion that when 
movement training is integrated with music instruction, it can improve musical 
competency.  
Additionally, Pflederer (1964) designed a study including nine musical tasks, 
which explored meter, rhythm and tone and represented the Piagetian principle of 
conservation. Eight Kindergarten and eight third grade students were selected to perform 
six of the musical tasks. The results revealed that stages of conservation were present as 
the children solved the rhythmic tasks related to the conservation of meter (Pflederer, 
1964). The researcher recounted, “In many instances correct solutions were arrived at 
only with the intervention of the child’s activity of clapping, swinging, tapping or 
counting” (p. 266). Pflederer proposed that even after children have advanced beyond the 
sensorimotor stage of development, they continue to rely on bodily movements in order 
to solve musical tasks.   
Effect on Rhythmic Perception.   
In 1967, Rowen conducted an action study, which consisted of 31 hour-long 
sessions with second grade students from Mineola, New York, assessing the effect of 
movement on rhythm, quality of sensory perception, pattern, and theme. Considering that 
my study focuses on the perception of rhythm, I have limited my present discussion to the 
rhythmic and sensory perceptive elements of this study.  In her examination, Rowen 
examined how the students embodied rhythms through movement, first moving to 
patterns played on a drum and subsequently performing their own rhythms on a drum and 
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notating their composed patterns on a marker board.  
 In the second part of her study, Rowen had the students move in response to 
various instrumental sounds, including a drum, gong and woodblock (Rowen, 1967). 
Next, the students were asked to react to the sounds of words and, finally, to move to a 
poem that featured onomatopoeic words. Rowen found that the students’ strongest 
response was to the element of rhythm. Rowen remarked, “Ability to move to rhythm, to 
play a rhythm on instruments, to respond to it in music, grew considerably as the children 
became freer in their response” (p. 55). Hence, an increase in participation, as well as in 
rhythmic understanding and sensory perception was indicated through the integration of 
movement activities.  
Correlation with Learning Modalities.  
Studying students from the first, third, and fifth grades of an elementary school, 
Persellin (1992) investigated the effect of using visual, auditory, and kinesthetic modes 
on the recall of rhythm patterns. In her study, seventy students from each respective grade 
were directed to memorize six rhythm patterns presented visually, through the sounding 
of a resonator bell, and hand patting or in any combination of these methods (Persellin, 
1992). The results revealed that a strictly visual presentation of rhythmic patterns was the 
least successful of any group; however, the findings showed that students could be 
successful if the visual presentation was used in conjunction with either the auditory 
and/or kinesthetic presentations or both. Persellin speculated, “Perhaps using visual icons 
in combination with other modalities gives the icons aural meaning for young students” 
(p. 313). Assessments also indicated that students were more successful the older the age 
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group. Thus, maturation plays a significant role in rhythmic processing. Persellin also 
suggested, “If teachers incorporate multiple learning modalities into their teaching style, 
it is possible that music education could be more effective” (p. 314).  
In 1997, Montgomery investigated the effect that movement activities, integrated 
with the singing of action songs with kindergarteners, have on the test scores for the 
melodic pitch discrimination test, as well as on the picture-word recognition test.  This 
study was unique in that it sought to assess the function of movement as an 
interdisciplinary instructional tool for both the music and language arts instructors. Over 
a six-week period, the music specialists in three experimental classes “instructed students 
in the concepts of melodic pitch direction and picture-word recognition by using 
locomotor movement while singing action songs”  while control classes were taught the 
same material without any movement (p. 34). The results for the experimental group on 
the Simons Measurements of Music Listening Skills revealed a higher score, indicating 
that students develop an improved melodic pitch discrimination using movement while 
singing action songs.  Montgomery (1997) related:  
These findings support Newman’s (1995) suggestions that simple and repetitive 
 activities, such as showing pitch relationships by stretching high or crunching 
 down low to match sounds and moving the hands higher and lower with the 
 melody, while children are singing would give students an early foundation in the 
 basic skill of melodic pitch discrimination. (p. 56) 
Montgomery maintained, “It is the belief of this researcher that an integrated 
instructional process for the early childhood music specialist would improve students’ 
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music awareness while crossing subject boundaries and ultimately educating students for 
challenges beyond the classroom” (p. 63).  
Effect on singing. 
Within the last decade, the effect of movement on singing at the elementary level 
has been the focus of a small number of studies. Kim (2000) assessed the impact of 
Laban-based movement activities on the singing skills of 78 first grade students in 
Mississippi.  After a ten-week period, Kim compared two treatment groups that were 
given thirty minutes of instruction per week, one receiving only movement instruction 
and the other receiving only vocal instruction, with a control group receiving no 
specialized instruction. The researcher administered Gordon’s Primary Measure of Music 
Audiation (PMMA-T), Rutkowski’s Singing Voice Development Measure (SVDM) and 
the Measure of Sense of Tonality, which the researcher created, to evaluate the students’ 
growth.  She reached the following conclusions: 
a) Music instruction with sequential Laban-based movement activities are of 
benefit for developing children’s singing voices and sense of tonality, 
b) Movement activities presented in conjunction with music activities are of 
benefit when presented sequentially,  
c) Ten weeks of music instruction for only 30 minutes per week are not 
sufficient to make a statistically significant increase on PMMA-T scores, and 
d) The obvious lack of improvement in children’s development of singing voices 
and sense of tonality for children in the control group emphasizes the need for 
consistent and high-quality singing experiences for first-grade children. (p. 2) 
		
93 
In addition, Kim specified that Laban-based movement, combined with music, is 
most effective when presented in the following order: “awareness of body, awareness of 
flow (free/bound), awareness of weight (gentle/strong), awareness of space (self/shared, 
levels, distance, direction), awareness of time (slow/fast), and combining elements during 
movement activities” (p. 53).  
In 2007, Rachel Chen sought to explore the impact of movement-based 
instruction on the vocal performance of first grade students in Taiwan. Instruction was 
delivered to the experimental group, which incorporated Laban-based movement 
activities while the instruction for the control group used non-locomotor movement 
activities. During the final week of the study, subjects were taught a song using the 
method of instruction integrated during the study and were independently audio recorded. 
The results reflected that the first-grade students who had received the Laban-based 
movement instruction performed better than the students taught without the specialized 
movement instruction.  Chen concluded: 
 To respond to music with the whole body, students may become sensitive to 
 melody, beat, meter, dynamics, phrase, and style.  They were able to feel the 
 nuance of the music through bodily movement, and later applied those nuances to 
 singing. (p. 86)   
Middle School and High School. 
Instrumental Instruction. 
 As previously identified studies have suggested, a child’s ability to employ larger 
muscle movements for increased rhythmic understanding improves with maturation; 
		
94 
however, there is a small amount of data regarding the integration of movement at middle 
and high school levels. Ferguson (2005) commented, “Studies involving upper-
elementary and adolescent students are much less frequent, which may reflect a 
diminished use of movement in music classrooms as students age” (p. 24). Being of the 
same mind, Abril (2011) stated:  
The pedagogical literature on movement in music education is primarily geared 
 toward working with students at the preschool and elementary levels. And while 
 there is some discussion about using movement with students in instrumental 
 music and/or at the secondary level, it is limited in scope and far less prominent. 
 (p. 94) 
Effect on Sight-Reading. 
 With regard to middle school instrumental music, Boyle (1970) examined the 
impact of using prescribed rhythmical movements on students’ ability to sight-read 
music. Twenty-four Midwest junior high bands (N = 191) participated in the study using 
Hudadoff’s A Rhythm A Day method book. The directors of the control group were 
directed to refrain from using any type of movement to supplement their rhythmic 
instruction while the directors of the experimental group were encouraged to implement 
various forms of movement during their instructional time. Boyle’s results revealed: 
Both the control and experimental groups made statistically significant gains in 
 their scores on the rhythm sight-reading test and The Watkins-Farnum 
 Performance Scale. However, the experimental group’s scores on both criterion
 measures were significantly higher than those made by the control group. (p. 318) 
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Boyle recommended that foot tapping be used to sense the pulse and hand 
clapping be implemented when learning new rhythm patterns.  
McCabe conducted a study similar to Boyle’s in 2004, which also examined the 
effect of movement on middle school students’ ability to sight-read rhythms Students in 
the experimental group were encouraged to tap the beat with their foot, clap the rhythms 
presented and conduct the beat while the control group was prohibited from using any 
bodily movement during their instruction. McCabe reported that “both groups’ mean 
gains from pretest to posttest on The Watkins-Farnum Performance Scale were 
significant. However, the experimental group’s score on the criterion measures were 
significantly greater than that of the control group” (p. 33). These findings suggested that 
rhythmic instruction is more effective with movement activities than without. In addition, 
McCabe noticed that the effect of the movement was not immediate. McCabe observed 
that longer the student was engaged in the movement treatment, the stronger their 
potential in rhythmic reading grew.   
Effect on Beat Perception & Response.  
In 1997, Rohwer examined how movement impacted steady beat in sixth-grade 
beginning instrumental students.  The researcher conducted a 10-week investigation to 
determine how movement effected the perception, synchronization, and performance of a 
steady pulse. Three researcher-designed post-tests were administered to analyze what, if 
any, impact movement had on the perception, synchronization, and performance of a 
steady beat.  The results showed no significant difference between the groups on the 
measure of perception; however, “the treatment group displayed a greater tendency to 
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correct their synchronizations and performances in songs at various speeds” (p. iii). In an 
attempt to explain why perception was unaffected Rohwer rationalized, “The failure to 
find significant group differences in many perceptual studies may show that perception is 
a more enigmatic trait to measure than the more overt skills associated with 
synchronization and performance” (p. 93). 
A six-week study by Deiboldt (2010), involving five New York middle school 
string students, investigated the impact of movement on the perception of musical pulse 
and rhythm.  The researcher sought to implement full body movements, as recommended 
by Jaques-Dalcroze’s philosophy, to aid students in their perception of pulse and ability 
to solve rhythmic challenges. At the conclusion of the study, Deiboldt noted that the three 
students who employed some form of movement to prepare for their post-test 
performance, including “finger tapping, foot tapping, head nodding and phantom 
bowing” (p. 51) scored higher on the post-test than the two students who chose not to 
utilize any type of movement prior to their post-test performance. Deiboldt summarized, 
“The overarching concept behind the use of kinesthetic activity in learning is that 
students combine what they hear, see and feel to internalize knowledge and 
understanding of new concepts” (p. 54).  
Choral Instruction. 
The use of movement in the music classroom can benefit students’ musical 
understanding, as well as bring a renewed sense of life to the choral rehearsal. Wolff 
(2005) indicated:  
Asking choristers to implement certain physical movements of gestures in the 
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rehearsal as a means of demonstrating a required musical expression can be of 
great value and can help amongst other things to: 
• Gain a higher perception of musical events and better comprehension of 
music concepts; 
• Renew interest, enthusiasm and alertness;  
• Release tension; and  
• Inject rhythmic vitality. (p. 3–9) 
Garnett (2009) claimed, in spite of its apparent applicability to music education, 
specifically choral music education, there is a scarcity of movement used in the 
classroom, which potentially could impede a successful musical performance. Garnett 
argued: 
 Elements of dance or movement are integral to many choral styles, whether as 
 individual response to a style’s rhythmic character, bodily percussion such as 
 hand-clapping, or explicit choreography. In all cases, an inability to participate 
 fluently in this movement would be seen as a significant skill deficit that has a 
 directly detrimental impact on the performance. Yet principles for good practice 
 in the performance of physical movement and teaching strategies to develop it are 
 markedly absent from the practitioner literature. (p. 71) 
Wis (1993) agreed, stating that movement activities are beneficial in the choral 
rehearsal because they are “a natural mode of learning, more efficient than verbal 
metaphors for communicating musical concepts, and provide a visible means of 
determining students’ understanding of musical concepts” (p. 92). Leonard (2006) 
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defended, “Music and dance, the blending of rhythmic sound with movement, lubricate 
all learning, and it is tragic that these subjects are considered anything less than basic in 
our schools” (p. 20). While a distinct number of concurring theories have been proposed 
regarding the use of movement and rhythm instruction, it is subsequently important to 
consider what empirical research has been conducted to support these beliefs. 
Effect on Musicianship. 
 While the number of studies in movement research at the middle school/junior 
high school level is limited, a small amount of literature remains documenting research 
conducted with high school singers. One of the few studies that has been led with high 
school students was an investigation, conducted by Jordan (1986), based upon Laban’s 
movement theories, examining the effects of movement on rhythm performance and 
rhythm discrimination. The students were divided into three groups, 1) Flow/Weight, 2) 
Time/Space, and 3) Flow/Weight/Time/Space, based on the type of informal movement 
instruction the researcher intended to employ.  Subjects were familiarized with Laban’s 
movement theory and, subsequently, received ten hours of informal movement 
instruction. Upon completion of the training, the Rhythm Discrimination Criterion 
Measure (RDCM) and a test assessment created by the researcher, the Rhythm 
Performance Criterion Measure (RPCM), were given to the students. Jordan determined 
from the results that “informal instruction in rhythm performance using the Effort 
elements of Flow/Weight/Time/Space in combination is superior to informal instruction 
using Time/Space alone and Flow/Weight alone. It cannot be concluded; however, that 
informal movement instruction of any type develops rhythm listening and discrimination 
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skills” (p. 81).  
 Wis (1993) examined both high school and university choruses, as well as a 
university choral conducting and choral techniques class for a study inspecting the use of 
gesture and movement and their capacity to serve as a metaphor to aid learning and 
develop enrich musical experiences. She collected descriptive data, based upon 
observations of classes, rehearsals and interviews with the two choral conductors, to 
establish a foundation for a movement-based choral pedagogy. Her findings led her to the 
several conclusions.  
Because learning through the body – through physical activity – is a natural, 
 primal mode of learning and is foundational to all higher forms of intellectual 
 development, choral educators wishing to be maximally effective in their teaching 
 should view the utilization of bodily-based teaching methodologies as a viable 
 teaching option. Movement activities need not be limited to use in pre-school and 
 elementary school curricula. Because a foundation based on theories of human 
 cognition and learning has now been built, the use of movement activities should 
 be a serious consideration in the teaching of choral music at all age levels. (p.  
248) 
In addition, the researcher determined that a choral director cannot presume that 
because students are vocally engaged that they are “actively involved in the learning 
process” (Wis, p. 248). By integrating movement into the rehearsal, students are less 
likely to lose focus because they will be concentrating on the physical motion. She 
continued, “The mind/body dualism is overcome because the body, as well as the mind, 
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becomes engaged in knowing the musical gesture” (p. 248). Thirdly, she reported that 
students are physically accountable for their learning. In addition, she discovered that 
verbal metaphors are not as effective as a physical metaphor when explaining a medium, 
such as music, which is nonverbal in nature. She explained:  
The use of physical metaphor – activities which are capable of sharing the same 
 qualities and characteristics which inhere in music – can be seen as the better 
 alternative to verbal metaphor or, at the least as a much needed supplement to 
 verbal metaphor. (p. 249) 
Furthermore, she found that movement activities have a positive and freeing 
effect on the voice and explained, “Movement activities can provide the metaphorical 
link between the body’s natural, efficient functioning and natural, efficient singing” (p. 
250). In addition, she noted that choral directors need to present movement activities in 
an inviting manner without attempting to force singers to execute gestures with which 
they are uncomfortable, but to allow them to participate at their own comfort level. 
Lastly, she shared that “The gestures used with the singers in the choral rehearsal can be 
reflected by the conductor in his or her own conducting as a reminder of the 
discovery/learning process which all singers underwent” (p. 250). This can be likened to 
shared findings in the 2007 study by Church, Garber & Rogalski regarding gesture-recall. 
With limited research available concerning the use of movement in choral music 
education, Wis included in her summary, “Studies are needed which examine and test the 
effectiveness of these techniques and activities in choral settings” (p. 252).  
 Manganello (2011) investigated the impact of movement on musical expressivity 
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with middle school choral singers.  Manganello observed two middle school choruses in 
Brownsville, Connecticut and conducted interviews with school staff and a total of 23 
students in grades 6–8 to determine how the use of movement affected their musical 
expressivity.  Upon completion of the semester long study, Manganello collected data 
that not only confirmed the value of movement in the choral rehearsal with middle school 
students, but gathered descriptive explanations from the students regarding how and why 
the movement was beneficial. Manganello shared that “when expressive gestures were 
physically acted out by the singers in rehearsal, there was a kinesthetic recall that helped 
students sing with greater expression” (p. 181). The researcher pointed out that this was a 
comparable result achieved in a study in 2007 by Church, Garber & Rogalski where the 
process of gesture-recall in a choral experience proved vital over an extended period of 
time. The students’ responses to integrating the movement in rehearsal included: “’I can 
relax’; ‘Having movement focuses us’; ‘Standing and not moving is boring’ and ‘I can 
shake it all out’” (p. 185). A reaction from one school administrator, who had attended 
the choir’s most recent performance, confirmed an anticipated outcome that the students 
would sing more expressively.  
In the past choral concert, the kids were really getting into the music with 
 authentic body movement and expression in their singing. The more we can get 
 that expressiveness into the program, the better.  It is certainly harder to achieve 
 but it is great! It is not only used just for fun but for an intended goal. (pp. 182–
 183)     
Likewise, Mrs. Smith, the special education instructor at the school, fully 
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supported the endeavors of this movement study and shared that movement should be 
established as a routine part of the special education curriculum.  Mrs. Smith asserted, “I 
think both movement and music helps special education students express themselves in a 
healthy way” (p. 184). Through the responses from classroom observations and 
interviews with the students and staff, Manganello’s research encourages further 
consideration for the use of movement at the intermediate school age level, but also with 
subjects outside the music curriculum. 
Effect on Singers’ Attitudes. 
In addition, pertaining to the integration of movement in the choral rehearsal, the 
effect of movement on singers’ attitudes in the choral rehearsal has also been a focus of 
study. An investigation, conducted by McCoy (1989) with two Midwestern choirs, 
examined the effect of movement on performance and attitude of high school choral 
singers. The Attitude Rating Scale (ARS) was given as a pre-test, evaluating the choirs’ 
performance of two choral selections that both ensembles had previously performed. The 
two choral directors selected three pieces that both choirs would study for the research 
investigation. The choral director of the control group was instructed to teach the pieces 
requiring the students to only respond vocally while the choral director of the 
experimental group was instructed to integrate distinctive movement approaches 
(McCoy, 1989). Upon completion of the nine-week experimental phase of the study, the 
ARS was re-administered as a post-test. In addition, performances of the three selections 
were evaluated by a panel of eleven judges, employing the Cooksey Choral Performance 
Rating Scale (CPRS). The results indicated that while there was not a difference in the 
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composite score of the choirs’ performances on the CPRS, the experimental group did 
achieve a higher score on the Tempo and Balance/Blend subscales (McCoy, 1989). 
Moreover, the experimental group also scored significantly higher on the ARS with 
regard to student attitude. McCoy explained, “The experimental group’s improvement 
may have come about as a positive response to the movement activities themselves or to 
the variety they added to the daily rehearsal” (p. 15).   
 Likewise, Briggs (2011) reported on a documented study which took place at St. 
Mary’s Academy in Portland, Oregon.  The study examined the attitudes and perceptions 
of the all-female high school singers in regard to movement in the choral rehearsal. 
Subjects, consisting of 139 singers from two choirs, were asked to complete a survey that 
was constructed by the researcher based on rehearsal observations and related research 
studies. Briggs explained that the topics of the survey addressed: “understanding of 
movement exercises in the choral rehearsal, perceptions of individual musical 
improvement as a result of movement exercises, perceptions of the ensemble’s overall 
musical improvement as a result of movement exercises, and the enjoyment of movement 
exercises” (p. 30). On the topic of the students’ awareness regarding the musical 
objective of movement in the choral rehearsal, 95% of the students understood the vocal 
benefit for including movement. Regarding the topic of perception of individual musical 
improvement, Briggs cited that “students overwhelmingly agree that movement exercises 
help them individually improve tone, singing technique, posture and breath support” (p. 
31). Regarding the issue of students’ perception of the effect on choral performance, 
Briggs indicated that 97% of the students agreed that movement activities improve vocal 
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technique (Briggs, p. 32). Lastly, concerning the topic of the singers’ enjoyment of 
movement exercises, Briggs reported that 97% of the students liked doing warm-up 
stretches and 96% agreed that the movements were fun. Briggs shared that findings from 
the study strongly favored the use of movement in the choral rehearsal and might be 
encouraging to educator that might be hesitant to incorporate physical activities. Briggs 
imparted this concluding remark, “The overwhelmingly positive responses demonstrate 
not only the students’ perceptions of movement as a worthwhile instructional tool that 
benefits individual singers and the choir as a whole, but also that students enjoy the 
activities” (p. 35).  
University and Adults. 
 Seeking to create a grounded theory for movement education with college-age 
students, as Silva achieved in 1983 with her study with elementary students, Hibbard 
(1994) implemented an investigation at the university level examining one model choral 
director’s philosophy behind and implementation of movement in order to “develop a 
grounded theory of the effective use of movement as an instructional technique in choral 
rehearsals” (p. 7). Through observations and interviews, Hibbard identified that the 
exemplar teacher, using the pseudonym Professor Smith to preserve the instructor’s 
anonymity, selected movement activities to aid in “vocal production, reinforcement of 
musical concepts, emphasis of musical nuance, and stylistic interpretation” (p. 261). 
Hibbard noted that in observations of Professor Smith, movement was used most 
predominantly during the warm-up period of the rehearsal. Hibbard explained, 
“Movement was used to energize the body, activate breath support, and focus and refine 
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tone quality” (p. 266).  Assessing the effectiveness of movement as an instructional 
technique, the Hibbard recommended that movement studies should be included as part 
of not only music education preparation, but in education training as a whole (Hibbard, p. 
281). Hence, Hibbard reinforces the point that movement is beneficial to learning not 
only with regard to music education, specifically choral music education, but to education 
in general.  
A study by Phillips-Silver and Trainor, conducted with adults in 2007, revealed 
that bodily movement affects rhythmic perception. The researchers instructed the 
participants to bend their knees to determine how an ambiguous rhythm could be 
identified as either a march or a waltz. When tested, the participants were asked to 
distinguish from a set of auditory examples, including accented beats, how the rhythm 
patterns matched their earlier listening experience when bouncing. Phillips-Silver and 
Trainor (2007) concluded that movement is crucial in rhythmic perception and stated, 
“that we ‘hear what the body feels’” (p. 544). This evidence confirmed their findings 
following similar research they had conducted with infants in 2005.  
With Phillips-Silver and Trainor’s results in mind, Grahn and Brett (2009) 
hypothesized that the basal ganglia and supplementary motor area (SMA), regions of the 
cerebral cortex that are chiefly involved in planning and controlling movement, were 
prospective areas for perceiving or generating an internal pulse. The researchers first 
sought to determine if the perception of a steady, accented pulse would enable an 
individual to more accurately reproduce simple rhythm patterns. Participants were played 
examples of a simple metrical, complex metrical and non-metrical rhythms three times 
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and were instructed to reproduce the rhythm pattern by tapping it on key of a computer 
keyboard.  Based on the conclusions, Grahn and Brett’s predictions were confirmed.  
“Participants correctly performed metric simple rhythms significantly more often than the 
metric complex and nonmetric rhythms (metric simple, 74% correct, metric complex, 
53% correct; non-metric, 58% correct)” (p. 898).  
In a consecutive study, Grahn and Brett used functional magnetic resonance 
imaging (fMRI) to measure the brain activity in the basal ganglia and SMA as 
participants discriminated between rhythm patterns.  The participants listened to a rhythm 
pattern twice and were directed to push one of two buttons to indicate if the pattern 
played a third time was the same or different from the first two hearings. Brain activity 
was confirmed during rhythmic perception. The researchers reported, “Activation was 
observed in the pre-SMA/SMA, PMd, basal ganglia, cerebellum, superior temporal gyrus 
(STG), and ventrolateral prefrontal cortex/insula, all bilaterally” (p. 899).  Grahn and 
Brett added, “Although several brain areas are activated during rhythm perception, the 
basal ganglia, pre-SMA/SMA, and anterior superior temporal gyri show increased 
activity specifically to beat-based rhythms, in both musicians and non-musicians” (p. 
904).   
Applications within Rehearsal  
Sequencing the Step Combinations to Produce Precise Rhythmic Outcomes  
Types of Movements Recommended 
Gordon (2000) outlined that a rhythm pattern may contain macrobeats, 
microbeats, and divisions or elongations of each. Gordon suggested, “They initially 
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should be taught using larger movements, which concentrate on free flow, followed by 
heel tapping, which facilitate entire leg movements on the macrobeat” (p. 24). Gordon 
also stressed the importance of using the full weight of the body to aid with internalizing 
the rhythm. It is here that Gordon upheld the theory advocated by Mursell (1956) in 
which large movements were the most beneficial to rhythmic learning. “Motor movement 
has been an integral part of elementary music curricula for the past century, and in 
general music settings, research suggests that large motor movements have more effect 
on rhythmic achievement than smaller movements” (O’Leary, 2010, Boyle, 1970; 
Ferguson, 2005, p. 39).  
With respect to high school students, the question arises: Are large movements 
are the only successful way to achieve rhythmic understanding or would smaller and 
more refined movements be equally, if not more, effective? Hibbard (1994) proposed: 
Researchers expand the examinations of this phenomenon [movement] to other 
 exemplary choral conductors who effectively use movement in an instructional 
 setting… There may be other kinds of movements and other means of using 
 movement in the choral rehearsal setting that have not yet been documented or 
 analyzed. (p. 277) 
Chagnon (2001) agreed by stating, “The choice of movements and how to use 
them are endless so that each conductor can develop their own pedagogy based on their 
needs and comfort level using them” (pp. 100–101).  
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Sequencing of Movement Activities 
It is important that students be prepared how to learn to move in order that they 
may move to learn. McCabe (2004) claimed that in many cases an assumption is made on 
the part of the educator that students possess the fundamental skills required for the 
successful accomplishment of the movement assignments they present. In some 
instances, students may be inadequately prepared, creating a situation that could result in 
possible failure. A prescribed set of movements or sequence of movements may be 
necessary to provide teachers, particularly those without any formal movement training, 
with a guide of appropriate and graded movements that can aid students in their 
understanding of rhythm patterns serially. The predictable sequence of physical 
development which McCabe identified, based on both the professional literature and her 
observed assessment of numerous children, moves from the head to the feet, and from the 
center of the body outward. Furthermore, McCabe asserted that there is: 
…little evidence in the literature to suggest that motor development 
characteristics or specific motor task sequences are taken into consideration by 
music educators in the development of movement activities and movement 
training experiences. The literature reflects a lack of concern with the motor 
development level of learners participating in the movement activities. (pp. 24–
25) 
Boyle’s (1970) study verified that students’ rhythmic performance accuracy 
increased due to the fact that planned and prescribed rhythmic movements were used 
during the instructional period.  
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 Weikart (1982) recommended that movement-based instruction should not be 
planned randomly, but should be designed to progress from the simple to the complex. 
Weikart added, “Students should perform the movements without an accompanying beat 
or music until proficiency in coordination is established” (p. 17). Weikart proposed that 
teachers who utilize the Teaching Model, which provides a three-step teaching outline, 
can increase a learner’s sense of responsibility and can decrease the learner’s need to be 
re-taught concepts. The three components of the instructional model include: separate, 
simplify, and facilitate.  In the separate stage, teachers are instructed to demonstrate or 
provide “hands on” guidance to the student.  As instructors move to the simplify stage, 
they begin with what is easy or manageable to use, so that all the students can 
immediately participate in the active learning process. Lastly, in the facilitate stage, 
educators are directed to engage the students through action, thought, and language. By 
using the Teaching Model, rhythmic instruction using movement can be more logically 
sequenced and presented to increase learning and effectiveness.  
In the course of outlining an appropriate sequence of movements, researchers 
have acknowledged the importance of repetition with movement training. Butcher (2003) 
cited, “Dalcroze thought that multiple repetitions of sensations and feelings would, 
overtime, create a series of responses which would automatically connect through 
thought and tactile stimulation” (p. 24). As the research indicates thus far, there has been 
some exploration into the study of the sequencing of movement and rhythm instruction; 
however, further investigation is soundly warranted. 
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Effects of the length of the treatment 
 In addition to the importance of the sequencing of the movement activities, 
researchers have also concluded that the amount of time the movement is incorporated 
has a significant impact on its effectiveness. In examining the varied results among 
researchers regarding both the effectiveness and ineffectiveness of movement-based 
instruction, Lewis (1990) suggested that the conclusions may be affected by the 
variations in time in which the treatment periods occurred.  McCabe (2004) agreed the 
variations in the length of treatment, as well as the types of activities, which constituted 
the movement instruction, prohibited researchers from reaching a general consensus 
about the efficacy of movement training. In many of the studies examined, I determined 
the average length of treatment period ranged from two to four months.  In many 
instances, the researchers of these studies recommended increasing the length of the 
treatment period to determine if the increased amount of time had any effect on the 
students’ rhythmic achievement.  
Debate regarding the Effectiveness of Movement  
Studies have determined that rhythmic performance skills are likely to be affected 
by movement training (Derri et al., 2003; Pollatou et al., 2012; Kartasidou et al., 2012; 
Venetsanou et al., 2014), yet there is a lack of agreement regarding the effectiveness of 
movement education on rhythmic abilities (Gates, 1993; Yen, 1998).  As McCabe (2004) 
maintained, “In spite of the fact that some studies have shown movement activities to be 
useful in teaching rhythm others have not” (p. 19).   For example, Salzberg & Wang 
(1989) noted that younger musicians found the movement more challenging to perform 
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than the counting while Persellin (1992) highlighted the point that students focused more 
attention on executing the movement and less time on developing their musical 
understanding. Varying reports, such as these, indicate that additional empirical research 
needs to be conducted with regard to movement and its effect on learning rhythm 
patterns.  Braniff (2011) acknowledged that studies have been conducted, examining the 
link between the brain and movement; however, she highlighted the importance that 
future “studies are completed in real classrooms” (p. 6). By implementing a qualitative 
study using tap dance movement with my personal classroom, I would anticipate adding 
to the descriptive literature and providing further clarity to the questions regarding 
students’ perceptions of movement and its effects on rhythmic learning.  
Tap Dance Movement and Education  
The Democracy of a Tap Dance Education 
Tap Dance Movement & Rhythm 
 Examining the various types of movement already used in rhythm education, I 
noticed that tap dance movement, which have I had the personal pleasure to study, was 
rarely, if ever, used.  In my review of the literature, foot tapping and marching was 
implemented; however, the types of stylistic footwork used in tap dance movement didn’t 
appear in any formal study.  It was surprising to me that the use of tap dance movement 
was not integrated due to the flexibility in which it can be applied. Hernandez et al. 
(2013) expressed:  
Students in grades K–12 can benefit from learning tap dance in a comprehensive 
 age-appropriate and developmentally appropriate curriculum. Young children 
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 learn rhythm, counting, and memory, as well as motor skills. Students with 
 special needs can easily adapt tap dance by performing the percussive sounds with 
 feet or hands while seated or standing. (p. 29)  
Likewise, Jiefang et al. (2010) assured, “The instructional base is quite wide and 
the age range is very broad. Most everybody can understand these characteristics” (p. 1). 
For instance, a parent at a Seattle dance studio, with simply a desire to learn tap dance, 
shared how the experience of learning tap dance impacted her life. Rosalyn (2011) 
attested: 
 I really didn’t think I would get the chance to tap dance in my lifetime although I 
 had always been intrigued by tap dancing as an art form. My children were grown 
 and I noticed a convenient tap dance class, which I promptly observed (I was 
 checking to see if the class was for dance professionals). To my surprise, the 
 students were welcoming and the excitement and animation in the room was 
 palpable. Since that day of tap class observation, my life has changed radically…. 
 The biggest impact has come with the joy and passion that tap dance has added to 
 my already full life.  When I started I had almost no aptitude besides a willingness 
 to learn.  Natural rhythm or an ear for music were not in past experience…. I have 
 found the learning to be fun and exciting, at the same time inspiring. (p. 1) 
Similarly, Broadway Dance Center (2016) in New York City shared that tap 
dance faculty member Mike Schulster’s instructional goal “is to grow tap dance programs 
and certify teachers around the world to make tap dance accessible to all” (p. 1). 
Moreover, Cutcher (2016) shared her perspective on the inclusive nature of tap dance, 
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writing: 
 I believe in the democracy of tap dance. From its inception in the mid-1800s in 
 the Five Points district of downtown New York, tap continues to be sustained by 
 democratic ideals. Both Irish immigrants and African Americans contributed to 
 tap by sharing their percussive dance traditions in social settings. It is still an art 
 form that embraces an incredible diversity coming from such widespread 
 participation. There is room for everyone in tap dance regardless of age, shape, 
 gender, or background. (p. 1) 
Hernandez et al. (2013) added, “Tap technique is not as stringent as codified 
dances such as ballet, so having fun making percussive sounds is what it is all about” (p. 
38). Dance Fusion Studios (2016) explained:  
 Tap is derived from the traditional clog dance of northern England, the jigs and 
 reels of Scotland and Ireland, and possibly the rhythmic foot stamping of African 
 dances. Tap is distinguished by percussive footwork that marks out precise 
 rhythmic patterns on the floor using metal plates on the dancer’s shoes.  It’s loud 
 and fun and the best way to get out your frustrations! (p. 1) 
In addition, tap dance movement is also well-suited for choreographed numbers 
used with middle and high school show choirs. For example, show choir members 
attending Ralph G. Reed Middle School in New York, announced they included a 
combined tap and tango dance routine in their 2007 performance routine (Giglio, 2007) 
while in the same year, Central Islip’s high school show choir incorporated a tap routine 
to Sing, Sing, Sing for their Christmas show (Anthony, 2007). Thus, opportunities exist to 
		
114 
integrate tap dance into the curriculum that enhance both students’ musical 
understanding, as well as their performances in conjunction with its accessibility to and 
enjoyment for all students make this an ideal alternative in rhythmic training.  
Tap Dance & National Standards 
 Tap dance also meets national standards for education. In 2002, the National 
Dance Association (NDA), currently incorporated into the American Alliance for Health, 
Physical Education, Recreation and Dance (AAHPERD), recognized that tap dance has 
the capability of combining “physical skills with cognitive, affective, and socio-cultural 
skills for a balanced educational experience and can be a lifelong physical fitness 
activity” (p. 21).  In connection to music education, the NDA standard with which tap 
dance pertained was the ability to move to a musical beat (Hernandez et al., 2013). 
 Similarly, tap dance instruction meets the national standards for K–12 physical 
education standards. Society of Health and Physical Educators (SHAPE America) (2013) 
defined standard two in the following manner. “The physically literate individual applies 
knowledge of concepts, principles, strategies and tactics related to movement and 
performance” (p. 1). The operational category, denoted as dance and rhythmic activities, 
that is designated in meeting standard two suggests “activities that focus on dance or 
rhythms and might include, but are not limited to dance forms such as creative 
movement/dance, ballet, modern, ethnic/folk, hip hop, Latin, line, ballroom, social and 
square” (p. 32). Even though tap dance is not specifically named, it is alternative dance 
form that could be integrated.    
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Curricular Inclusion of Tap Dance 
 The amount of available data on tap dance instruction in grades K–12 is limited.  
New York State Education Department (2015) reported a decline in the number of 
students receiving K–12 tap dance instruction in New York public schools from the 
2012–2013 school year to the 2013–2014 school year.  The data, collected from the Basic 
Education Data System (BEDS), gave an accounting that 357 students received tap dance 
instruction during the 2012–2013 school year while only 265 students received tap dance 
training the following year.  
Spotlight on Fitness. 
 While opportunities for tap dance instruction may be diminishing statewide in 
New York, the absence of a physical education program in one New York City school 
sparked the commencement of another tap dance program. Spotlight on Fitness (SoFit) 
tap dance program that is available to elementary students in New York Public Schools 
51 is Spotlight on Fitness (SoFit).  The SoFit program, an extension of Rosie’s Theater 
Kids which was founded in 2003 by Rosie O’Donnell and Lori Klinger, was originally 
created in response to a nonexistent physical education program and a growing problem 
of childhood obesity (Rosie’s Theater Kids, 2016).  The program was made available to 
the elementary students, grades pre-Kindergarten through fourth grade, due to a lack of 
adequate space for physical education in the school building. Students are brought across 
the street from PS 51 to the Maravel Arts Center for instruction, which is led by tap 
instructor Toni Noblett. The objectives of the SoFit program are to encourage personal 
fitness, as well as meet the standards for art and physical education.  
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University of Northern Colorado & Laboratory School Dance Program.  
 Another instance where tap dance instruction takes place with elementary students 
is due to a university laboratory school educational program in Colorado. Elizabeth 
Cozzalio Bate (1999), associate professor at the University of Northern Colorado, shared 
that she instructs her university dance students in a variety of dance styles including:  
electric slide, hustle, and the bunny hop; polka, two-step, waltz, swing, tango and 
 cha-cha; right and left through, rip and snort, and do paso; dance the Hawaiian 
 Hukilau, Ghanan Highlife, Canadian Les Salutes, and Chinese Yanko, and 
 analyze the rhythmic structure of popular music while creating dance routines. 
 We may even explore a soft-shoe tap sequence. (p. 1)  
To strengthen her students’ educational experience, Bate takes her college 
students to the university’s laboratory school to share their dance knowledge with first- 
and second-graders. Bate commented, “My goal is to provide the widest variety of fun 
and successful dance experiences I can create. We skip, jump, curl and stretch to different 
rhythmical meters” (p. 1). In this case, both elementary and university students are 
provided a rhythmic education through various dance forms, including tap.  
Rhythm Kidz – Tap Dance in Tennis Shoes. 
 The use of tap dance instruction with elementary students through the use of an 
instructional tap dance DVD has also been implemented in the classroom. Meg Mahoney, 
a full-time dance specialist in a Seattle public elementary school, discussed that she 
incorporated Steve Zee’s Rhythm Kidz – Tap Dance in Tennis Shoes with elementary 
students and found it a successful way to introduce students to tap dance movement. 
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Steve Zee, a member of the dance faculty at California State University Long Beach, has 
performed with tap dance artists, including Gregory Hines and the Nicholas Brothers and 
has performed and taught tap dance both nationally and internationally (Zee, n.d.).  The 
thirty-five minute video is recommended for ages nine and older and features basic tap 
steps, as well as easy-to-perform rhythms (Roston, n.d.).  Mahoney (2010) expressed:  
This DVD works in all the ways it needs to for public school use:  
• there’s a mix of kids, the steps are manageable,  
• the instruction is clear and quick with repetition,  
• the video shows kids dancing, both in tap shoes and tennis shoes,  
• the costuming is appropriate and non-dorky,  
• each chapter shows a combination, all of which build to a dance. (p. 1) 
One particular benefit of this format is that is demonstrates that tap dance 
movement can be performed without tap shoes. Thus, the limitation of requiring tap 
shoes in order to accomplish the movement has been removed from integrating this dance 
form into the classroom.  
Tap Academy Online. 
 Furthermore, Steve Zee created the first subscription-based, online tap school, 
Tap Academy Online (Zee, 2016).  Tap dance instruction is available to both students of 
any experience level and to teachers who desire to refresh their skills.  From a musical 
standpoint, Zee offers instruction that explains the rhythmic structure of the dance steps 
from both a musician and a dancer’s perspective.  For example, in one of his videos, Zee 
explains how musicians will count two measures in common meter as two measures of 
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four while a dancer will consider the same two measures as a set of eight counts.  As 
technology continues to expand the opportunities of education, students and adults who 
wish to learn rhythmic combinations and dance patterns can utilize an online educational 
tool, such as Tap Academy Online, to further their understanding when formal training is 
unavailable. 
 Through the use of tap dance movement and experiences such as these that have 
been integrated into the classroom, students are afforded opportunities to learn 
rhythmically according to many of the recommendations made regarding movement 
instruction.  The teaching of tap dance movement can begin by teaching simple 
movements, which can be either large or small in nature, that can evolve into more 
complex and intricate steps that engage both sides of the body and, consequently, both 
brain hemispheres for cognitive learning. Tap dance movement offers a variety of steps 
and footwork combinations that can be adapted to both the elementary student, as well as 
the secondary student. In addition, the repetition of steps is common in tap dance 
movement, meeting another criterion recommended for use in future studies.  Currently, a 
gap exists in the scholarly literature regarding the use of tap dance movement and 
rhythmic learning. Indicated in the existing literature to meet many of the necessary 
criterion for aiding in cognitive function, tap dance movement attests to be a viable tool 
for rhythmic instruction. It is therefore, based on my review of the literature that a study 
examining the perceptions of high school choral singers with regard to the use of tap 
dance movement for the purpose of rhythmic understanding would add worthwhile data 
to the existing literature. 
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CHAPTER 3  
Curriculum 
Rhythm Pattern Selection 
Choral literature and tap dance share numerous rhythm patterns, and I designed 
the curriculum for the present study with these shared rhythms in mind. I analyzed choral 
works that my high school choral ensembles had performed in prior years, and I also 
analyzed larger works, such as the final movement of Beethoven’s Symphony No. 9 (Op. 
125), Handel’s Israel in Egypt, Rutter’s Requiem, Vaughan Williams’ Dona Nobis 
Pacem, and Thompson’s A Feast of Praise, which I anticipated introducing to my choirs 
in the future. From those works, I drew out commonly occurring rhythm patterns. I also 
examined fundamental tap steps and combinations based on my experience studying tap 
dance with Germaine Salsberg at Broadway Dance Center and Liz Glover at Steps on 
Broadway in New York City, as well as Julie McDonald at Coupé Theatre Studio in 
Nanuet, New York. 
Comparing rhythmic passages in the choral works with tap steps, I designed five 
cycles of rhythm study, each cycle more complex than the previous one. I determined 
five similar rhythm patterns would constitute a learning cycle, and that five learning 
cycles could be presented over a 25-week period. For a first cycle, I chose common 
eighth and quarter notes and their equivalent rest values. The next cycle incorporated 
sixteenth notes, and the third cycle expanded to dotted eighth plus sixteenth note patterns. 
The fourth cycle included eighth and quarter note triplets, and the final cycle combined 
all the previous rhythm patterns.  
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 For the first learning cycle, I planned that the students should experience rhythm 
patterns: 1) through teacher or experienced student modeling (with subsequent imitation 
by the class); 2) aurally, hearing the rhythm tapped; and 3) visually, seeing the rhythm 
notated on the board while counting and tapping the pattern. Throughout the first cycle, I 
received student feedback suggesting that the tap instruction might be made more 
effective if the students were to hear the rhythm pattern performed in a piece of recorded 
music, with which they could then tap.  In my personal reflections during the first cycle, I 
also had considered pairing recorded music with tap patterns to be a valuable 
instructional tool. I sought out recordings that established steady pulses with which the 
students could execute and maintain the tempo of the examined tap patterns, as well as 
musical examples, which specifically highlighted the rhythm patterns studied. For the 
first four lessons in cycle two, I selected one recording with which the students could 
slowly practice the rhythm with the pulse and then increase the speed of the pattern by 
doubling the combination tempo once for a medium performance speed and then doubled 
again for a fast performance speed. Beginning with the final lesson of cycle two 
throughout the remaining lesson in the study, I chose a range of two to five recordings for 
each lesson, which featured the rhythm pattern at slow, moderate and fast tempi. In some 
instances, I elected to introduce a lesson with recording in order for the students to hear 
the rhythm pattern played before they became familiarized with the tap combination. This 
was used primarily during the final cycle with the intent of aiding the students in 
internalizing the rhythm aurally prior to making a kinesthetic connection to the pattern. 
Additional musical recordings were also included in these later lessons to provide the 
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students with a variety of examples to help them hear and conceptualize the rhythm 
pattern.  
 The first three lessons in cycle one featured single step movements while the 
fourth and fifth lessons utilized a multi-step combination that was repeated. Cycle two, 
and the first lesson in cycle three, also drew upon multi-step combinations to highlight 
the rhythm pattern, which were repeated. In cycles three through five, it was necessary 
for me to include more complex tap combinations, several of which contained additional 
beats before and/or after the principal rhythm pattern.  
 Terminology for tap steps can vary among dance studios, so I utilized the online 
dictionary, United Taps, to unify the terminology for the combinations.  The website also 
includes video demonstrations of several of the steps and combinations that I employed, 
so the students in the study had an outside resource to practice the steps further if they 
desired.  
Cycle 1 Lesson 1 – Step, Stomp, Brush, Spank, Scuff, Toe Tap 
 The first cycle, included eighth notes and quarter notes with their equivalent rest 
values, appearing in various combinations. The first lesson in the study was based on the 
following choral works: Haydn’s “Achieved is the Glorious Work” (Figure 3.1), and 
Randall Thompson’s “A Girl’s Garden” (Figure 3.2). The tap pattern most closely 
aligned was a set of four, single sound steps, as shown in Figure 3.3.  
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Figure 3.1. Haydn's "Achieved is the Glorious Work." 
 
Figure 3.2. Thompson's "A Girl's Garden." 
 
Figure 3.3. Four single-sound steps. 
I began with several, single-step movements to acquaint the students with 
common tap steps as they would be used in future lessons. I selected six different tap 
steps to introduce this opening lesson: step, stomp, brush, spank, scuff, and toe tap, all of 
which generate a single sound. Howell (2011) describes step as, “A placing of the front 
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part of the foot firmly on the floor, taking weight; always executed on the ball of the foot 
unless otherwise noted” (p. 4). Stomp is defined and described as, “A step on the entire 
flat of the foot that bears no weight” (p. 4). The third tap step used in lesson one, brush is  
defined as: 
A one-sound kicking movement, in any direction. With the knee in a flexed 
position, strike the ball of the free foot against the floor, raise the leg in the air 
until the knee is straight. This applies when the brush is executed in a forward 
movement. A brush may be executed in any direction, but basically it is forward 
or backward. (p.1) 
Howell describes a spank as, “A one-sound backward kicking movement. With 
the knee in a flexed position, strike the ball of the free foot against the floor, raise the leg 
in the air until the knee is straight” (p. 4), and he describes scuff as, “A heel movement 
executed in the same manner as a forward brush wherein the back edge of the heel strikes 
the floor in a pendulum-like movement” (p. 4).  The final tap movement included in the 
lesson was a toe tap, which Howell classifies as, “The striking of the free foot to the floor 
in any direction that bears no weight” (p. 4). The students learned this step by bending the 
knee and striking the toe of the foot to the floor behind them.  
 The students performed the rhythm pattern a total of ten times. The first six times, 
the students said the name of each tap step as they executed the movement. The first time 
saying “step, step, step, step,” the second time uttering “stomp, stomp, stomp, stomp,” 
followed by “brush, brush, brush, brush,” subsequently “spank, spank, spank, spank,” 
next with “scuff, scuff, scuff, scuff” and, finally, “toe, toe, toe, toe.” After the students 
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had a physical sense of the rhythm pattern, they then tapped the rhythm a seventh time 
and counted the rhythm by the beat numbers, “1, 2, 3, 4.”  Next, I visually presented the 
rhythm pattern on the classroom Smartboard, as shown in Figure 3.4, and had the 
students execute the rhythm two more times. The first time, the students only saw the tap 
syllables printed underneath the beats of the rhythm pattern and spoke the syllables while 
tapping the rhythm. The second time, the students saw the counts displayed underneath 
the rhythm pattern and were asked to count and tap the rhythm at the same time. Finally, 
the students were asked to select the tap step they most preferred using in this lesson and 
to tap and count the rhythm a final time while reading the rhythm on the Smartboard.  
 
Figure 3.4. Rhythm as displayed on Smartboard. 
This became the instructional model that I used throughout all the lessons of each 
cycle.  The students first learned the tap steps or combination as I modeled the 
movement. Once I felt that the students were comfortable with executing the steps, I 
instructed them how to count the pattern aloud.  The students were then asked to count, 
while concurrently tapping the rhythm pattern, to aid in internalizing the rhythm pattern.  
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After practicing the counts in this manner approximately five times, I displayed each 
rhythm pattern on the classroom Smartboard and then the students tapped and spoke the 
rhythm, first with the tap syllables and next with the counts as they read the notation. 
This instructional model was intended to provide the students with multiple ways to 
perceive rhythm: feeling, hearing, visualizing, and verbalizing. 
Cycle 1 Lesson 2 – Shuffle 
 The second lesson in study concentrated on a steady pulse of the eighth notes. 
This is a commonly occurring rhythm pattern, which appears in the opening measures of 
the Basque carol, “I saw a maiden,” (Figure 3.5) in all four vocal parts, as well as in the 
“In taberna” movement (Figure 3.6) from Orff’s Carmina Burana for unison male voices 
and the “Dies Irae” movement (Figure 3.7) from Mozart’s Requiem. 
Figure 3.5. Basque Carol – "I saw a maiden." 
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Figure 3.6. Orff's "In taberna" from Carmina Burana. 
 
 
 
 
 
 
 
 
 
 
Figure 3.7. Mozart's "Dies Irae" from Requiem. 
 The tap step most closely connected to the even eighth note feeling (Figure 3.8) 
was the shuffle. Howell (2011) described the shuffle as, “A forward brush followed by a 
back brush to the front, side or back” (p.4).  
 
Figure 3.8. Shuffle pattern as notated and displayed. 
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Cycle 1 Lesson 3 – Stamp, Heel Drop, Hop, Jump 
The third lesson in the study featured steady quarter notes in simple meter, which 
was rooted in the rhythm pattern heard in “The Heavens Are Telling” (Figure 3.9) from 
Haydn’s Creation and the last movement from Beethoven’s Symphony No. 9 (Figure 
3.10).  
 
Figure 3.9. Haydn's "The Heavens Are Telling" from Creation. 
 
Figure 3.10. Beethoven's Symphony No. 9. 
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 For this lesson, I used several single-step movements that each generated one 
sound (Figure 3.11). As in the first lesson of the cycle, these steps would be reused in 
other lessons. The first step used in the lesson was a stamp. Howell (2011) identifies the 
stamp as, “A step on the entire flat of the foot that bears weight on the same foot” (p. 4).  
The second step, which Howell labels heel drop, is “A forceful dropping of the heel to 
the floor while the weight is placed on the ball of the same foot” (p. 2). Howell refers to 
the third tap movement as a hop and describes it as: 
A jump into the air on one foot: With the weight on one foot and the free foot in 
the air in any direction, flex the knee of the supporting foot; spring into the air and 
land on the same foot. (p. 2) 
The fourth and final tap step used in this lesson is characterized as a jump. Howell 
defines a jump as, “A spring into the air from both feet, landing on both feet in any 
direction” (p. 2).  
 
Figure 3.11. Four single-sound steps. 
Cycle 1 Lesson 4 – Ball Change 
 The fourth lesson in the first cycle was the first combination: a syncopated 
rhythm, comprised of an eighth and quarter note figure. Schubert’s “Die Allmacht” 
(Figure 3.12) and Glick’s “The Hour Has Come” (Figure 3.13) were the sources, which 
provided the stimulus for examining this more complex rhythm pattern.  
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Figure 3.12. Schubert's "Die Allmacht." 
 
Figure 3.13. Glick's "The Hour Has Come." 
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 The tap step, ball change, selected for this rhythm pattern is one that is frequently 
used in many tap combinations. Howell (2011) explains the ball change as, “A changing 
of the weight on the balls of the feet from one foot to the other; executed forward, to the 
side, or in place” (p. 1). In this particular example, I wanted the students to experience the 
change in weight from the accents falling on the major beats in the first measure to the 
weaker beats in the second measure. Therefore, the ball change was chosen to help 
illustrate this intention. The beat location of this short, rhythmic figure (Figure 3.14) can 
notably change the feeling of the measure in which it appears. It can add emphasis to 
what is a naturally, already strong beat in the measure or can give stress to what is felt as 
a normally weaker beat in the measure. 
 
Figure 3.14. Syncopated rhythm followed by an eighth and quarter note figure. 
Cycle 1 Lesson 5 – Bam Bam 
The fifth lesson in the study examined the rhythm pattern of two eighth-notes 
followed by a quarter-note. I elected to include this pattern based on its prominence in 
both the winter classic, “Jingle Bells,” (Figure 3.15) arranged by Willcocks, and in Orff’s 
“Circa mea pectora” (Figure 3.16) from Carmina Burana.  
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Figure 3.15. Willcock's choral arrangement of "Jingle Bells." 
 
Figure 3.16. Orff's "Circa mea pectora" from Carmina Burana. 
The tap dance combination used in the final lesson of cycle one, which Howell 
(2011) entitles Bam Bam, is a combination of three previously studied steps including the 
stamp, scuff and jump.  Howell explains the Bam Bam as, “A tap dance combination that 
begins with a stamp on the leading foot, followed by a scuff on the opposite foot and ends 
by jumping onto the balls of both feet” (p. 1). The jump step in the combination provided 
an opportunity for the students to feel more weight on the quarter note of the rhythm 
pattern (Figure 3.17) and to help distinguish the difference between the length of the 
quarter note in comparison with the preceding eighth notes.  
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Figure 3.17. Two eighth notes followed by a quarter note. 
Cycle 2 Lesson 1 – Paradiddle and Cramproll 
The second cycle of lessons was designed with a concentration on sixteenth note 
patterns. In most high Baroque choral works, passages of continuous sixteenth notes 
abound and upon which lyrics are set melismatically. “I Will Sing Unto the Lord” from 
Handel’s Israel in Egypt (Figure 3.18) and “Omnes generationes” from Bach’s 
Magnificat (Figure 3.19) were the origins when I decided to include this rhythm pattern. 
By examining this rhythm, it was my goal that the students would have a stronger 
perception of how feel and execute these elongated phrases with which they had little 
prior experience.  
 
Figure 3.18. Haydn's "I Will Sing Unto the Lord" from Israel in Egypt. 
 
Figure 3.19. Bach's "Omnes generationes" from Magnificat. 
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The tap steps, which applied to the series of continuous sixteenth notes (Figure 
3.20), were the paradiddle and the cramproll. Howell (2011) describes the paradiddle as, 
“A dig with the right heel, which is followed by a spank on the right foot. It is then 
followed by a step forward on the right foot and then dropping the right heel” (p. 3). 
Furthermore, Howell defines a cramproll as:  
A movement employing steps and heel drops in specific patterns. The most 
common pattern is a leap forward to the right foot, which is followed by a step 
forward on the left foot. It is then followed by a dropping of the right and left 
heels respectively. (p. 1)   
The combination of steps is contrasting in the execution of the footwork; 
however, both dance combinations are intended to produce the same rhythm pattern.  I 
elected to utilize both combinations for this rhythm because some students might find the 
alternating or changing of weight between feet more difficult in the cramproll. Thus, they 
could better internalize the rhythm pattern by keeping all of the movement on the same 
foot as in the paradiddle.  
 
Figure 3.20. Series of continuous sixteenth notes. 
Cycle 2 Lesson 2 – Riffle 
 The second lesson in the second cycle examined the rhythm pattern of two 
sixteenths followed by an eighth note. Having studied this rhythm pattern in “Sound the 
Trumpet” (Figure 3.21), a polyphonic duet for female voices from Purcell’s Birthday 
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Ode, Come, Ye Sons of Art, and Carter’s “There Was an Old Man” (Figure 3.22) from 
Two for the Price of One with my former choirs, I felt this rhythm pattern was important 
to incorporate into the study to gain a stronger acuity between the speed of the sixteenth 
and eighth notes. When rehearsing these selections with ensembles in prior years, there 
had been a propensity to rush the sixteenth notes and shorten the eighth note too quickly.  
 
Figure 3.21. Purcell's "Sound the Trumpet" from Come, Ye Sons of Art. 
 
Figure 3.22. Carter's "There Was an Old Man" from Two for the Price of One. 
I selected the riffle tap pattern for this lesson because it precisely models the 
rhythm pattern. Howell (2011) defines the riffle as, “A tap combination tapping the right 
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ball of the foot, followed by a scuff of the right heel forward and ending with a brush 
backward of the right foot” (p. 4). The rhythm pattern (Figure 3.23) displays the pattern 
repeated a total of four times as it was examined during the lesson. 
 
Figure 3.23. Series of two sixteenth notes followed by an eighth note figure. 
Cycle 2 Lesson 3 – Tucker 
 The rhythm pattern of the third lesson in the second cycle combined four 
sixteenth notes and a quarter note. Mozart’s “Kyrie” from the Mass in C Minor (Figure 
3.24), as well as the “Sanctus” (Figure 3.25) from Rutter’s Requiem provided the source 
material for this lesson. In preparing both of these works as a singer and the former with 
my choir, I found it important for myself and my choristers to develop a keener sense 
about maintaining the evenness of the sixteenth note combination and sustaining the 
quarter note that followed its full value. Thus, I felt these works validated a rationale for 
including this rhythm pattern in the study.  
 
Figure 3.24. Mozart's "Kyrie" from Mass in C Minor. 
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Figure 3.25. Rutter's "Sanctus" from Requiem. 
I found the Tucker to be the optimal choice for this teaching this rhythm pattern.  
Howell defines the Tucker as, “A step on the right foot followed by a shuffle with the left 
foot, followed by pulling the ball of the right foot back and jumping onto both feet” (p. 
4). This step can be repeated on the same starting foot or for students who would like a 
challenge and to add some variety, the step can be begun alternating the starting foot each 
time. The Tucker tap combination served as a perfect match the rhythm pattern (Figure 
3.26), aligning directly with the sixteenth- and quarter-note figure while providing the 
students with an immediate opportunity to repeat and practice the figure a second time. 
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Figure 3.26. Four sixteenth note group followed by a quarter note. 
Cycle 2 Lesson 4 – Change Over Cramproll 
 The Korean piece, “Kashiri” (Figure 3.27), by Ham, as well as the a capella 
arrangement of “Stand By Me” (Figure 3.28) by Raugh and Sharon provided the 
inspiration for examining the rhythm pattern of four sixteenth notes followed by a quarter 
rest in the fourth lesson.  
 
Figure 3.27. Ham's choral work, "Kashiri." 
 
Figure 3.28. Raugh and Sharon's "Stand By Me." 
 The tap combination of the Change Over Cramproll used in this lesson is very 
similar to the cramproll used in the first lesson of this cycle. The significant change in 
this lesson was that the cramp roll in this instance alternated which foot began 
combination.  Howell (2011) defines the cramproll as:  
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A movement employing steps and heel drops in specific patterns. The most 
common pattern is a leap forward to the right foot, which is followed by a step 
forward on the left foot. It is then followed by a dropping of the right and left 
heels respectively. (p. 1)  
Therefore, the Change Over Cramproll entailed changing which foot began the 
step each time a new group of sixteenth notes was begun. The difference between this 
rhythm pattern (Figure 3.29) and that of the previous lesson was the substitution of a 
quarter rest following the four sixteenth note group. The importance of studying this 
rhythm pattern was for feeling the silence that followed the sixteenth note group, which 
was initially difficult for my ensembles to sing.  The beat of rest for the Change Over 
Cramproll allowed time the students to pause and change their starting foot and, 
therefore, also to become more aware of the value of rest.   
  
Figure 3.29. Four sixteenth notes followed by a quarter rest. 
Cycle 2 Lesson 5 – Jumper 
 “Sing Ye to the Lord” (Figure 3.30) from Handel’s Israel in Egypt for soloist and 
double chorus and the “Sanctus” (Figure 3.31) from Mozart’s Coronation Mass shared 
the common rhythm of an eighth- and sixteenth-note combination followed by a quarter 
note, which was used for investigation in the final lesson of this cycle.  The rationale for 
the inclusion of this rhythm pattern was for the students to gain a clearer perception of 
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and to be able to distinguish this pattern from the pattern of two sixteenth notes followed 
by an eighth note, which was presented in lesson two of this cycle.  
  
 
Figure 3.30. Handel's "Sing Ye to the Lord" from Israel in Egypt. 
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Figure 3.31. Mozart's "Sanctus" from Coronation Mass. 
 The jumper was the tap combination, which best corresponded to the fifth lesson 
in this cycle and is commonly used a traveling step to the side; however, due to space 
constraints, I used it as a stationary step.  Howell (2011) explains the jumper as, “A jump 
on both feet, hop on the right foot, heel on the right foot and step the left foot behind. It 
does travel to the side.” (p. 2). The repetition of the rhythm pattern (Figure 3.32) shows 
the combination executed twice.  
 
Figure 3.32. Eighth and sixteenth note group ending with a quarter note repeated. 
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Cycle 3 Lesson 1 – Flap 
My focus in the lessons over the course of the third cycle was a study of various 
dotted eighth note rhythms. The rhythm pattern for the opening lesson arose from 
rhythmic challenges when my choruses were preparing the “Soldiers’ Chorus” (Figure 
3.33) from Verdi’s opera, Il Trovatore, as well as de Cormier’s arrangement of the work 
song, “Pick a Bale of Cotton” (Figure 3.34).  The steady and percussive, repeated figure 
of the dotted eighth note followed by a sixteenth note pattern would, at times, dissolve 
into a jumbled and muddied blur of eighth notes. It was crucial that I included this 
rhythm in the study to identify any methods that may improve the students’ perception of 
this pattern. 
 
Figure 3.33. Verdi's "Soldiers' Chorus" from Il Trovatore. 
The flap is a fundamental step using in tap dancing, which works perfectly for 
feeling a sense of the repeated dotted eighth and sixteenth note combination. This step 
can also be performed in a stationary position or can be used as a traveling step.  Due to 
the space limitations in my classroom, I, again, requested that the students execute the 
step in place. The flap required the addition of an eighth note anacrusis to the measure 
and the pattern ending in a quarter note on beat four (Figure 3.35). This was of minor 
concern regarding the students’ rhythmic perception for when the pattern was repeated 
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more than one measure, the quarter became the same dotted figure on beat four as was 
originally intended. The meter was a particular focus in this lesson because it would be 
contrasted in the subsequent lesson, in simple, triple meter. 
 
Figure 3.34. de Cormier's "Pick A Bale of Cotton." 
 
Figure 3.35. Dotted eighth and sixteenth note pattern repeated. 
Cycle 3 Lesson 2 – Waltz Clog 
 The “Domine Fili Unigenite” movement (Figure 3.36) from Vivaldi’s Gloria and 
Britten’s Rejoice in the Lamb (Figure 3.37) serve as the sources for the rhythm pattern 
examined in the second lesson.  Similar to the dotted rhythmic figure looked at in the 
prior lesson, the cause for going over the pattern in this instance was to understand how 
this slightly modified rhythm is internalized in a triple versus quadruple meter.  
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Figure 3.36. Vivaldi's "Domine Fili Unigenite" from Gloria. 
The tap step, waltz clog, used to teach this rhythm pattern may potentially aid the 
student in feeling the strong weight on the downbeat of the measure.  Howell (2011) 
explains the waltz clog as, “A step on the right foot, followed by a shuffle on the left foot, 
which is completed with a ball change moving from the left foot to the right foot.”  This 
tap combination was intended to help the student feel his body weight shift from one side 
to the other as the repeat of the pattern was begun. The pattern, shown in Figure 3.38, 
reflects the rhythm of the waltz clog. This rhythm pattern, like the rhythm in lesson one 
of this cycle, sounds like a continuously, repeating dotted eighth- and sixteenth-note 
pattern when the measure is performed in multiple successions. The objective of this 
lesson was to compare the sensation of the ongoing dotted figure between the contrasting 
triple and quadruple meters. 
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Figure 3.37. Britten's Rejoice in the Lamb. 
 
Figure 3.38. Dotted eighth and sixteenth note group in simple, triple meter. 
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Cycle 3 Lesson 3 – Step Heel Flap Hop 
 The principal rhythm for the lesson three was based on two comparable models 
from the choral repertoire. The first is demonstrated in Mozart’s “Credo” (Figure 3.39) 
from the Coronation Mass featuring the rhythm pattern ending with an additional quarter 
note on beat four while Handel’s “Coronation Anthem No. 1,” subtitled “Zadok the 
Priest” (Figure 3.40), presents the rhythm pattern; however, in these instance, featuring a 
quarter rest on the fourth beat of the measure.  
 
Figure 3.39. Mozart's "Credo" from Coronation Mass. 
I selected the tap combination, Step Heel Flap Hop, because it accurately 
corresponded with the central rhythm pattern I anticipated including the study. The title 
of the tap combination suggests what steps are involved and the order in which they  
		
146 
 
Figure 3.40. Handel's "Zadok the Priest." 
appear.  The combination begins with a step on the right foot and is followed by placing 
the right heel on the floor. The step is then followed by a flap on the left foot and the 
combination is completed with a hop on the same foot. While both rhythm patterns 
(Figures 3.39 & 3.40) are represented in the choral repertoire and they share primarily the 
same rhythmic structure, I opted to teach the rhythm pattern for which there was a 
matching tap combination.  Therefore, the rhythm pattern (Figure 3.41) included in 
lesson three featured a quarter note followed by a dotted eighth and sixteenth note 
combination on beat two and ending with two quarter notes.  
 
Figure 3.41. Step Heel Flap Hop rhythm pattern notated. 
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Cycle 3 Lesson 4 – Stomp Buck Time Step 
 The opening measures of “Domine Fili Unigenite” (Figure 3.42) from Vivaldi’s 
Gloria and the chorus, “But the Waters Overwhelmed Their Enemies” (Figure 3.43), 
from Handel’s Israel in Egypt provided prime, musical examples for including the next 
rhythm pattern in the study. It was my objective to use this lesson as a means of 
improving the students’ perception of the value of the quarter notes, which framed the 
dotted eighth- and sixteenth-note combinations. In rehearsing these works with my choirs 
in earlier years, I found that the singers would shorten the values of the quarter notes to 
almost the length of an eighth note.  Therefore, my aim was to help them lengthen their 
perception of the quarter notes.  
 
Figure 3.42. Vivaldi's "Domine Fili Unigenite" from Gloria. 
 
Figure 3.43. Handel's "But the Waters Overwhelmed Their Enemies" from Israel 
in Egypt. 
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 The Stomp Buck Time Step was the tap combination that best complimented the 
rhythm pattern incorporated in this lesson. This particular tap combination, which is 
common among tap dancers, was not included in Rod Howell’s tap dance dictionary, 
therefore, I selected the definition provided by another tap dance expert and online tap 
dance instructor, Emily Larew.  Larew (2008) explains the combination as, “A hop on the 
left foot, then a step on the right with a flap forward on the left because you just stepped 
forward on the right foot, next stepping on the left foot and a stomp on the right” (p. 1).  
The tap combination traditionally begins on the offbeat of beat four with the stomp 
picking up to the first measure; however, I did not want to confuse the students with the 
eighth note anacrusis Therefore, I explained to the students how the combination 
customarily is begun and that we would be omitting the initial anacrusis beat. Thus, the 
rhythm pattern (Figure 3.44) examined, consisting of two dotted eighth and sixteenth note 
combinations placed between two quarter notes, was intended to assist in the perception 
of heavier weight falling on the first and final quarter notes of the rhythm pattern. This, in 
turn, would potentially remind them to hold the quarter notes for their full values.   
 
Figure 3.44. Notated rhythm pattern for the Stomp Buck Time Step. 
Cycle 3 Lesson 5 – Flap Scoot 
 The rhythm pattern for the final lesson in this cycle was based on the opening 
measures of Handel’s “Lift Up Your Heads, O Ye Gates” (Figure 3.45) from the Messiah 
and Wagner’s “Bridal Chorus” (Figure 3.46) from the opera, Lohengrin. While 
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rehearsing both of these works, my former choir members would have a tendency to 
shorten the values of the quarter and dotted eighth notes.  The purpose of this lesson to 
stretch the students’ perception of these note values and allow the sixteenth note to 
remain the quick figure in the rhythm pattern.  
 
 
Figure 3.45. Handel's "Lift Up Your Heads, O Ye Gates" from Messiah. 
 
 
Figure 3.46. Wagner's "Bridal Chorus" from Lohengrin. 
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 The tap combination that most closely resembled this rhythm was the flap scoot; 
This tap combination features the flap taught in the first lesson of this cycle and is 
followed by a scoot. The flap is executed on the right foot while the scoot is performed 
by dragging the left foot up behind the right foot and dropping the heel. I envisioned by 
moving the students’ body weight forward on the front step of the flap, as well as 
prolonging the drag portion of the scoot that the students would have a sharper 
attentiveness to the extended sensation of the dotted eighth and quarter note values. The 
notation of the flap scoot (Figure 3.47); however, is slightly different than the concise 
rhythm of the quarter note and dotted eighth- and sixteenth note combination I had first 
pictured in the study. The rhythmic divergence added a sixteenth note anacrusis to the 
two measure pattern, repeated the rhythm pattern a second time and ended with a second 
quarter note on beat two of the subsequent measure.  
 
Figure 3.47. Notated rhythm pattern of the flap scoot. 
Cycle 4 Lesson 1 – Penguin 
Cycle four encompassed an examination of triplets in various configurations. 
Vaughan Williams’ “Blow! Bugles! Blow!” (Figure 3.48) from Dona Nobis Pacem, as 
well as the third movement, “We Join with the Earth” (Figure 3.49), from Brunner’s 
Earthsongs served as the starting points from which the opening lesson of cycle four was 
designed. I felt it would be beneficial to have the students study and experience how the 
main quarter note beats were subdivided into a repeated eighth note triplet pattern. Thus, 
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by learning to perceive the beat by way of subdividing the beat into continuous triplets, I 
believed my students would be more adept at maintaining the evenness of the triplets, as 
well as anticipating the entrance of the triplet figure when the first beat of the triplet was 
a rest value.  
 
Figure 3.48. Vaughan Williams' "Blow! Bugles! Blow!" from Dona Nobis 
Pacem. 
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Figure 3.49. Brunner's "We Join with the Earth" from Earthsongs. 
 The Penguin was the nickname given to the tap combination accompanying this 
rhythm pattern in lesson one and is explained by Howell (2011) as, “Shuffle right (foot), 
dig right (heel), then shuffle left (foot), dig left (heel)” (p. 3). The foot pattern is 
alternated twice on the right foot and twice on the left foot to complete the entire 
measure.  The shift of weight from right to left side could potentially enable the student 
to feel the start of each beat of the measure. The rhythm pattern (Figure 3.50) depicts the 
continuous eighth note triplet studied with the Penguin combination.  
 
Figure 3.50. Repeating eighth note triplet pattern. 
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Cycle 4 Lesson 2 – Buffalo 
 The study of triplets continued in lesson two with a concentration on the eighth 
note triplet followed by a quarter note based on Rutter’s “Agnus Dei” (Figure 3.51) from 
his Requiem and Britten’s Rejoice in the Lamb (Figure 3.52).  
 
Figure 3.51. Rutter's "Agnus Dei" from Requiem. 
I selected the Buffalo combination to teach this lesson because it precisely imitated the 
rhythm pattern in the lesson and provided an opportunity for the students to practice it 
continuously. This step combination may be used a traveling step to the side; however, I 
had the students initially execute the tap steps in place.  Howell (2011) defines the 
Buffalo as, “A brush with the left foot forward, followed by a leap forward to the left 
foot. It is then followed by a shuffle forward on the right foot and ending with a leap back 
onto the right foot.  This is a movement normally traveling to the side, but may 
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Figure 3.52. Britten's Rejoice in the Lamb. 
be executed in place” (p. 1). The rhythm pattern (Figure 3.53) appears twice in order to 
correspond with the Buffalo combination used in teaching the pattern. 
 
Figure 3.53. Eighth note triplet and quarter note rhythm pattern. 
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Cycle 4 Lesson 3 – Flap Heel 
 The choral music of Randall Thompson was the impetus for the study of the 
rhythm pattern in lesson three.  The combination of three eighth note triplets followed by 
a quarter is a frequently appearing rhythm in Thompson’s music, which is represented in 
the following choral works: “A Girl’s Garden,” (Figure 3.54) from Frostiana and, “God 
is Gone Up with a Shout,” the third movement from A Feast of Praise (Figure 3.55). 
 
Figure 3.54. Thompson's "A Girl's Garden" from Frostiana. 
The tap step used to instruct this lesson was the flap heel. This foot combination enables 
the performer to change his weight on each triplet and stop the momentum on count four. 
Howell (2011) explained the order of steps in the combinations as, “First, you brush 
forward on the ball (of the right foot), heel doesn’t hit, step on the ball of the foot (right) 
and drop the heel” (p. 1). This is then repeated with the left foot and the combination is 
executed again on the right foot with a final step forward on the right foot to complete the 
final beat of the measure. The rhythm pattern (Figure 3.56), which is the notated 
		
156 
 
 
Figure 3.55. Thompson's "God is Gone Up with a Shout" from A Feast of Praise. 
rhythm that the students studied, adds an eighth note anacrusis to accommodate for the 
flap heel combination. 
 
Figure 3.56. Rhythm featuring three eighth note triplets followed by a quarter 
note. 
Cycle 4 Lesson 4 – Over the Top 
I drew upon my experience as both a teacher and singer using Thompson’s “The 
Last Words of David” (Figure 3.57), as well as in the fourth movement, “Dirge for Two 
Veterans” (Figure 3.58), of Vaughan Williams’ Dona Nobis Pacem as the foundation for 
creating the fourth lesson in cycle four.  While possessing a clear understanding of 
continuous eighth note triplets is advantageous, I found that singers, whether they be my 
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students or peers, experienced difficulty when confronted with the single instance of an 
eighth note triplet that appeared at the end of a measure. It was, therefore, my goal in this 
lesson to improve the students’ understanding and perception of the eighth note triplet 
without having this subdivision earlier in the measure.  
 
Figure 3.57. Thompson's "The Last Words of David." 
The closest tap combination, which features this solitary triplet figure on beat four and is 
preceded by steady quarter note values, was the Over the Top. The Over the Top is 
described by Larew (2008) as, “Front (right foot), (left foot) together, back (right foot), 
together (left foot), brush (right foot), heel (right heel digs into the floor), toe (tip of right 
toe digs into the floor), Next, you’re going to jump your left foot over the top of your 
right foot” (p. 1). The audible tap steps accentuate the quarter note beats while, in this 
instance, the three subdivisions of the eighth note triplet are internalized during the 
jumping or Over the Top section of the tap combination. In this lesson, the students were 
using both the audible and silent portions of the movement to embody the rhythm pattern. 
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Figure 3.58. Vaughan Williams' "Dirge for Two Veterans" from Dona Nobis 
Pacem. 
The Over the Top combination included an additional rhythmic figure ahead of the focal 
pattern, as well as an additional a quarter note which followed the triplet. Therefore, the 
complete rhythm, which the students examined, is illustrated in Figure 3.59. 
 
Figure 3.59. Over the Top rhythm notated, featuring the triplet figure on beat 
four. 
Cycle 4 Lesson 5 – Stomple 
When preparing the second movement of Vaughan Williams’ Dona Nobis Pacem 
(Figure 3.60) and Thompson’s “Say Ye to the Righteous” (Figure 3.61) from The 
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Peaceable Kingdom, I noticed difficulty for the singers when executing quarter note 
triplets. This rhythm pattern is used recurrently in choral repertoire from the 20th Century 
through that of the present day and it is inevitable that my ensembles will encounter this 
rhythm pattern frequently in their continued singing pursuits. Therefore, I felt it necessary 
that the final lesson in the cycle focusing on triplets should include a study of the quarter 
note triplet.  
 
Figure 3.60. Second movement of Vaughan Williams' Dona Nobis Pacem. 
 
Figure 3.61. Thompson's "Say Ye to the Righteous" from The Peaceable 
Kingdom. 
 The stomple, described by Howell (2011) as, “A stomp, spank, and step on one 
foot” (p. 4), is a tap combination that alternates the starting foot each time the step is 
executed. Therefore, in order to execute the rhythm pattern (Figure 3.62) studied, the 
students were required to perform the tap combination once on their right foot and then 
again on the left foot. The changing of feet could potentially benefit the students provided 
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they could more clearly comprehend when the second quarter note triplet had 
commenced because the starting foot had changed.  
 
Figure 3.62. Quarter note triplet pattern. 
Cycle 5 Lesson 1 – 3 Tap Riff Turn 
 The final cycle of the study examined rhythmic values from lessons two through 
four and reconfigured the patterns into new rhythmic combinations, pairing eighth-note 
and dotted eighth-note rhythms with triplets and sixteenth-note groups. The challenges 
faced by my choristers when learning the final, fugal movement, “Cum Sancto Spiritu,” 
(Figure 3.63) of Vivaldi’s Gloria and the fourth movement, “Omnes generationes,” (Fig. 
3.64) of Bach’s Magnificat provided a common rhythm pattern to begin the final study 
cycle.  
 
Figure 3.63. Vivaldi's "Cum Sancto Spiritu" from Gloria. 
 
 
Figure 3.64. Bach's "Omnes generationes" from Magnificat. 
		
161 
 The 3 Tap Riff Turn most closely resembled the rhythm pattern being examined 
and is performed, as Larew (2008) explains it as, “A (step) right, (step) left, brush right, 
right heel (dig), left heel (dig)” (p. 1). The first two steps are performed while turning the 
body 180 degrees on each step, which completes the full turn portion of the combination. 
This portion of the combination was, at the beginning of each lesson, executed stepping 
in place without the turn in order to simplify the movement.  As the students became 
more comfortable with the combination, I added the turn portion of the combination back 
in, so they fully understood how the combination would be traditionally performed.  
The primary rhythm pattern which I set out to examine included an eighth- and 
two sixteenth-notes followed by two eighth-notes; however, the 3 Tap Riff Turn added an 
anacrusis beat and a repetition of the rhythm, ending with a quarter-note, which is shown 
in Figure 3.65. The combination, when repeated; however, did allow the students to feel 
the fourth beat of the measure as two eighth-notes. Therefore, this tap combination 
provided the students with flexibility learning the rhythm pattern with a quarter note at 
the end of the measure and also as a final eighth note pattern, which I had originally 
proposed to investigate.  
 
Figure 3.65. Eighth and sixteenth note groupings notated in the 3 Tap Riff Turn. 
Cycle 5 Lesson 2 – 5 Tap Riff  
 Handel’s widely recognized “Hallelujah Chorus” (Figure 3.66) from the Messiah, 
as well as Mozart’s Regina Coeli (Figure 3.67) were the sources of inspiration when 
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designing the second lesson in this cycle. Due to the familiarity of this particular musical 
statement from the Messiah and the same “Alleluia” text imitated in Mozart’s Regina 
Coeli, I felt it valuable to include this rhythm pattern in the study.  
 
Figure 3.66. Handel's "Hallelujah Chorus" from Messiah. 
The 5 Tap Riff was selected for this lesson because it most closely resembled the 
rhythm pattern and is described by Larew (2008) as, “Brush (right foot), heel (dig right 
foot dig), heel (dig left foot dig), heel (drop right), step (right)” (p. 1). When the rhythm 
pattern is repeated, the brush is begun with the left foot.  
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Figure 3.67. Mozart's Regina Coeli. 
My aim in the second lesson was to focus attention on the rhythm pattern of two 
sixteenth notes followed by two eighth notes and an eighth rest. The students were 
reminded that this combination requires the performer to sound the final step or eighth 
note, whereas in several musical contexts the final beat of the rhythm pattern customarily 
appears as a rest value. Like the first lesson in this cycle, the 5 Tap Riff rhythm pattern 
(Figure 3.68) was employed twice, beginning each sequence with the two sixteenth notes 
as the pick up beat to beats one and three.  
 
Figure 3.68. 5 Tap Riff rhythm pattern notated. 
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Cycle 5 Lesson 3 – Cramproll Time Step 
 The rhythm source for the third lesson of this cycle was based on a pattern found 
in the Korean folk song, “Nodle Kangbyon” (Fig. 3.69), arranged by Hornady for two-
part treble voices, as well as in Botsford’s choral arrangement for male voices of 
“Travesty” (Figure 3.70) from Verdi’s opera, Rigoletto.  In preparing these works for past 
concerts, there has been a recurring concern with my singers being able to combine the 
dotted eighth and sixteenth note combination immediately followed by an eighth note 
triplet.  My experience has been that the students could easily perform the rhythms 
separately; however, when they were joined together the students had difficulty executing 
an even triplet.  Thus, I believed this rhythmic combination would a valuable pattern to 
include in the study.  
 
Figure 3.69. Hornady's "Nodle Kangbyon." 
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Figure 3.70. Botsford's choral arrangement of Verdi's "Travesty from Rigoletto. 
The Cramproll Time Step was the tap combination that corresponded most closely 
with the rhythm pattern I had selected, which Larew (2008) explains as, “A brush (right 
foot) backwards, hop (left foot), step (left foot), flap (right foot), flap (left foot), step 
(right foot), heel (right foot), dig (left heel) (p. 1). Originally, I anticipated studying the 
dotted eighth- and sixteenth-note combination, followed by an eighth note triplet and 
ending with a quarter note; however, the Cramproll Time Step included a slightly longer 
rhythm pattern (Figure 3.71), adding a beat and a half to the beginning of the rhythm 
pattern.  As a result, the students explored this extended version of the rhythm pattern. 
 
Figure 3.71. Rhythm pattern featuring a dotted eighth and sixteenth note 
combination followed by an eighth note triplet and ending with a quarter note.  
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Cycle 5 Lesson 4 – Stomp Hop Time Step 
Unexpectedly, while scrutinizing repertoire for rhythm patterns to be included in 
this cycle, I was reviewing two contemporary choral arrangements, Raugh and Sharon’s 
“Sixty Minute Man” (Figure 3.72) and Albritton’s choral arrangement of “Let Me Be the 
Music” (Figure 3.73), and discovered that the reversal of the dotted eighth- and sixteenth-
note and eighth-note triplet figures in lesson three had also proven difficult for my 
choristers to perceive without problems. It, therefore, seemed logical to have the students 
analyze this rhythm pattern as well.  
 
Figure 3.72. Raugh and Sharon's arrangement of "Sixty Minute Man." 
 
Figure 3.73. Albritton's choral arrangement of "Let Me Be the Music." 
 For this lesson, I considered the Stomp Hop Time Step would be the most 
appropriate combination to aid the students in their perception of the triplet and dotted 
figures. The Stomp Hop Time Step potentially compels the body to play an active role 
with constant changes of feet and weight from side to side, as explained by Larew (2008): 
“Stomp (right), shuffle (left), step back (right), step forward (left), then you’re going to do 
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a ball change left-right, then you’re going to do a flap (left) ball (right) change (left), flap 
(right) ball (left) change (right)” (p. 1). The footwork in this lesson was more 
complicated and required more time when reviewing the order of steps, insuring the 
students’ comprehension of the sequence and their ability to apply it to the notated 
rhythm pattern.  
The focus in the current lesson was the eighth note triplet followed by two dotted 
eighth and sixteenth note groups. As had occurred with prior lessons in this cycle, the 
stomp hop time step contained rhythmic values in addition to the initial rhythm pattern I 
had chosen. In particular, this included a second measure of dotted eighth and sixteenth 
note groups, as well as a quarter note beginning the entire rhythm pattern (Figure 3.74). 
In this lesson, students were instructed to pay attention to their change in perception as 
the eighth note triplet, in this instance, would be heard first and the dotted eighth and 
sixteenth note combination would sound second. 
 
Figure 3.74. Reordered eighth note triplet and dotted eighth and sixteenth note 
group featured in the Stomp Hop Time Step. 
Cycle 5 Lesson 5 – Cincinnati  
 While examining the diverse catalog of choral literature performed during my 
teaching career and searching for a rhythm pattern suitable for inquiry during this cycle, I 
came across Poos’ “Psalm 77” (Fig. 3.75) for four-part men’s voices and Chinn’s “Blues 
in the Night” (Fig. 3.76) from Naughty, But Nice, scored for three-part women’s voices,  
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Figure 3.75. Poos' "Psalm 77." 
 
 
Figure 3.76. Chinn's "Blues in the Night" from Naughty But Nice. 
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which provided an ideal rhythm pattern for the final lesson of the study. This lesson was 
designed to create an opportunity for the students to improve their perception of moving 
smoothly between triplets and dotted rhythms.   
 I chose to employ the Cincinnati tap combination because the rhythm of this tap 
sequence was the most consistent with that of the rhythm pattern being studied. The 
Cincinnati combination provided another helpful example for the students’ 
comprehension of the rhythm pattern, helping the students feel the start of each triplet 
with a change of foot and shift of weight. Howell (2011) explained the combination with 
the specific shifting of body weight. “Right foot starts in front, spank the right foot, heel 
on the left, shuffle on the right, heel on the left and step on the right. You put your weight 
on this step, which makes your left foot free to repeat it on the left. This generally travels 
backwards.” (p. 1). The combination is finished with alternating shuffles to complete the 
rhythm of the second measure. This tap combination, like that of the prior lesson, was 
intricate and involved multiple steps that often changed feet. Thus, significant time was 
required to review the sequence of movements in order for the students to execute the 
combination at faster tempi.  
My primary objective in this lesson was to investigate one instance of the dotted 
eighth and sixteenth note combination positioned between two eighth note triplets; 
however, this tap combination added five additional statements of the dotted eighth and 
sixteenth note figure, as well as a sixteenth note anacrusis to my initially, planned 
rhythm. Thus, based on the choral repertoire and the tap combination employed, Figure 
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3.77 depicts the rhythm pattern the students ultimately surveyed in this final lesson of the 
study. 
 
Figure 3.77. Eighth note triplet followed by one dotted eighth and sixteenth note 
group. 
This chapter has explained and described the lessons and musical material used in 
the study.  The rhythm for each lesson was derived from two examples of choral music. 
These were selected based on my past observations when students experienced difficulty 
performing the rhythms or are rhythms I predicted that would be potentially challenging 
from choral repertoire which I anticipated performing with my choirs in the future. In the 
following chapters, I will refer to these steps and how the tap dance movement was 
implemented to improve the students’ ability to accurately read and perform these 
rhythms found in the choral repertoire.  
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CHAPTER 4  
Methodology 
Qualitative Methodology Selected for This Study 
The methods for collecting and analyzing data for this research study were 
qualitative in nature. Defined by Denzin and Lincoln (1994), qualitative research is: 
multi-method in focus, involving an interpretative, naturalistic approach to its 
subject matter. This means that qualitative researchers study things in their natural 
settings, attempting to make sense of, or interpret, phenomena in terms of the 
meanings people bring to them. Qualitative research involves the studied use and 
collection of a variety of empirical materials – case study, personal experience, 
introspective, life story, interview, observational, historical, interactional, and 
visual texts – that describe routine and problematic movements and meanings in 
individuals’ lives. (p. 2) 
The research conducted during this study aligns with the parameters outlined by 
this definition.  
Participants 
 The participants for this study (N=88) were high school choral students from a 
single school district in New York, enrolled during the 2010–2011 academic school year. 
The school is located in a suburban area and consists of approximately 1,019 students. 
Demographic data reported by the school district indicated that 76% of the high school 
population was white, 14% Asian, 6% Hispanic, 3% African-American, and 1% 
unknown. Moreover, the student population was an equal 50% male and female ratio. 
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Students included members of one of three choral ensembles: a mixed chorus consisting 
of predominantly freshman males and females, a women’s chorus consisting of 
predominantly freshman and sophomore females, and a larger mixed chorus consisting of 
predominantly junior and senior males and females. 
 McNicoll (1999) proposed that academic researchers not only serve as experts, 
but also as co-learners who share their research skills and recognize the benefits from the 
skills and knowledge of the other group members. Therefore, as the researcher in this 
study, I determined I would also serve in the dual role as an active participant. From his 
personal research experience, Gamwell (2005) reported the benefits as serving in the dual 
role of researcher and educator. “The intimate connection between me, as teacher and 
researcher, and the students provided an excellent opportunity to obtain the rich data from 
which to develop a thick description of the students’ experiences” (p. 365). At the time 
the study was conducted, I had served on the faculty of this particular high school for ten 
years as the Director of Choral Activities. During my teaching tenure, I had incorporated 
movement into my instruction of the high school choral ensembles and had been 
choreographing show choirs for fifteen years.  My formal dance training began in 1990 at 
Ball State University and since moving to New York, I have studied tap dance at 
Broadway Dance Center, Steps on Broadway, and Coupe Dance Studio. My dance 
education, under tap dance professionals including: Germaine Salsberg, Julie McDonald, 
Charles Goddertz, Germaine Goodson, and Liz Glover, has suitably prepared me to 
execute this research study, which incorporates tap dance movement in the instruction of 
rhythm patterns. As a teacher, I understand I have the ability to impose my personal ideas 
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on how my instruction should and may be delivered.  However, my intent with this study 
is to share and contribute ideas equally with the students’ feedback and recommendations 
in planning each new lesson cycle. I anticipated taking an interactive role in the study, 
working with the students to change and enhance my instruction that will more 
effectively match their method of learning, ultimately enabling the students to learn 
rhythm patterns more comprehensively.   
Procedures 
The study, comprising five cycles, each included five, individual rhythmic 
lessons. The investigation began in mid-January and was conducted over a five-month 
period, concluding in mid-June. As two of the three participating ensembles met during 
the same period on opposite days of the school cycle, it was necessary to allot two weeks 
for the instruction of each cycle. Thus, the students in the Mixed Chorus and Select Vocal 
Ensembles received movement instruction every class meeting while the students in the 
Concert Choir, which met every day of the week, received instruction every other day. 
Students received approximately twelve minutes of movement instruction at the 
beginning of their forty-one-minute class while the remainder of the class was devoted to 
work on selections for their spring concert, which included repertoire unrelated to the 
current study. At the beginning of each lesson, I demonstrated the rhythm pattern for the 
students, tapping the rhythm approximately five times, so they could clearly hear what 
the rhythm should sound like when they executed it. Next, I invited the students to learn 
the tap steps, breaking multi-step combinations down beat by beat. I instructed the 
students to speak the names of the steps as they executed t hem. After I felt the students  
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Figure 4.1. Example of a rhythm pattern shown on the Smartboard during the 
lesson, illustrating the choral passage upon which the rhythm was based, the step 
names used to execute the tap movement, the foot used for each step, and the 
counting used for the rhythm. 
were comfortable performing the movement, which typically comprised the first eight 
minutes of the class, I showed the students the rhythm pattern notated on the Smartboard 
with the step names and counting printed underneath the rhythm (Figure 4.1). The class 
was instructed to count the rhythm a couple of times as they read the notation on the 
        Step Name:   Step,  Heel, Fl-ap,  Hop,    Step, Heel, Fl-ap,   Hop 
 
        Foot Used:     R       R       L  L      L         R       R     L  L       L 
 
        Counted:        1        2       a   3      4          1        2      a   3       4 
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board and then they were directed to tap and count the movement simultaneously a half a 
dozen times. As I finished each rhythm lesson, I distributed a journal log for the students 
to complete in class immediately following the lesson, which I subsequently collected 
prior to their departure.  This was one of several methods I used to collect data.  
• Journal logs 
• Field notes 
• Informal interviews 
• Formal interviews 
In the following section, I will discuss the various modes I implemented to collect 
the data for the study.  
Data Collection 
Experiencing Mode. 
 Kemmis and McTaggart (2005) explained that classroom action research 
commonly employs “the use of qualitative interpretive modes of inquiry and data 
collection by teachers…with a view to teachers making judgments about how to improve 
their practices” (p. 561). Mills (2000) recommended data collection in three modes: 
experiencing, enquiring, and examining.  In the experiencing mode, the researcher 
collects the data through field notes and observations either as an active participant or 
passive observer, which in this study, I led as an active participant. At the conclusion of 
each class, I made descriptive notes regarding the effectiveness of the implementation, as 
I perceived it.  I identified the mood of the students, their interest levels during the lesson, 
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any questions or difficulties with the movement that arose that had not been anticipated 
prior to the lesson, as well as the students’ abilities to accurately count and perform the 
rhythm pattern highlighted in each lesson.  I identified students who were experiencing 
extreme success with this method, as well as those who were challenged using the 
approach.  Clandinin & Connelly (1994) suggested that researchers should consider their 
relationship to the participants when they write field notes: “It makes a difference as we 
create field notes if we see ourselves as ‘characters in the events’” (p. 422.) Bresler and 
Stake (2006) stated that qualitative analysis is centered on the researcher’s observations 
and narratives with attention focused on a small number of issues. I reviewed my field 
notes to identify any particular learning patterns or trends that evolved during each cycle 
phase and over entire the course of the study. I sought to draw comparisons between my 
perceptions of the progress of the class and the students’ perceptions. For instance, during 
the second lesson of cycle two, the riffle, I noticed during the lesson that some of students 
were experiencing difficulty executing the movement with the pre-recorded musical 
example, “Raise Your Glass,” so I briefly paused the music and slowed down the tempo, 
so the students could identify and remedy what was causing them difficulty in the 
execution of the movement and we were able to resume tapping with the recording.  I 
documented this need for a slower tempo required in this lesson, as well as made a note 
to look for similar demands in future lessons in my field notes. As I compared my 
observations of this lesson, as well as subsequent lessons with the students’ narratives, I 
found a persistent trend in the need for a slower tempo and made a concerted effort to 
include pre-recorded examples that featured slow, moderate and fast tempi, in order for 
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all students to feel successful performing the movement with the music. It was important 
to document and report at what particular times during the study when our perceptions 
were the same, as well as were polar opposite and relate that to when the instruction was 
identified as successful or unsuccessful. An illustration of this occurred comparing my 
observation with those of the students reflecting on the Over the Top lesson during cycle 
four. While I documented that several of the students struggled with the final jump over 
the leg, representing the eighth note triplet, at the end of the tap combination, I noted that 
even though these particular students were unable to perform the physical movement, 
they were able to accurately count the rhythm.  I recorded in my notes that the students 
were successful in learning the rhythm even though not all of the class was able to 
successfully execute the entire tap combination.  The students who faced difficulty with 
the movement; however, logged in their journal narratives that they felt they were 
unsuccessful with the lesson and were unable to perform the rhythm.  It was important for 
me to be aware that the students’ perception of accomplishment in learning the rhythm 
was frequently tied to their ability to successfully perform the tap combination, which 
was not always accurate. To the best of my ability, I attempted to be mindful to maintain 
such a perspective as I transcribed my observations, keeping the descriptions from the 
viewpoint of an individual actively involved in the research activities. 
As the study continued, I identified students who experienced extreme success 
with executing the rhythms precisely both in the movements and in the verbal 
identification of the rhythm patterns, as well as those who experienced tremendous 
challenges with the movement and counting. This was important as prior qualitative 
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studies emphasized the need to document what specific movements were beneficial to the 
students’ learning. It was my objective to discern what intricacies or specific 
combinations of movements enabled the students to be more successful in particular 
instances. As I observed these students and determined their success or struggle with the 
lesson, I spoke with them following the lesson and requested to schedule a ten-minute, 
informal interview, either later that day or before the conclusion of the week, to ascertain 
their perceptions the benefits or challenges of the lesson. These interviews provided me 
with the opportunity to see what the students had comprehended and were able to put into 
practice, as well as assisted me in deciding what students to interview at the conclusion of 
each cycle of the study. The information gathered from these interviews helped to 
identify specific areas of the technique that the students distinguished as effective, as well 
as those that where ineffective in order to refine the instruction for subsequent lessons.   
Additionally, students who demonstrated a history of difficulty learning the 
rhythm patterns and then unexpectedly experienced a breakthrough and found success 
learning pattern were also identified and were interviewed.  These five-minute informal 
interviews sought to pinpoint the students’ perceptions regarding what specific aspect(s) 
of the instructional technique made the lesson easier to comprehend or more difficult to 
understand in comparison to prior lessons.  
Enquiring Mode. 
The second area that Mills (2000) identified as “enquiring” was conducted 
through semi-structured formal interviews with the students as the study progressed (p. 
611). At the conclusion of each cycle, two students were selected to participate in a 
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formal half hour interview to discuss to their successes and challenges employing this 
instructional technique. The following list of questions were used to ascertain what the 
students specifically found beneficial and problematic when integrating the tap dance 
movement with their rhythmic learning. 
• What was your favorite rhythm pattern lesson during this past cycle?   Why? 
 
• What was your least favorite rhythm pattern lesson during this past cycle?  Why? 
 
• How has this technique affected your ability to learn new rhythm patterns? 
 
• What are its strengths? 
 
• What are its weaknesses? 
 
• What recommendation(s) would you have for improving the effectiveness of this 
movement technique to make learning rhythm patterns easier? 
• What do you perceive are the advantages or disadvantages to using this method of 
instruction when learning new rhythm patterns? 
One student was selected that had excelled using this learning method while the 
second student was chosen due to his or her inability to achieve success using the 
technique. Following Bryman’s (2012) research methods, I made a concerted effort to see 
that there was little duplication in students being interviewed more than once in order to 
provide a diversity of perspectives.  
Moreover, at the conclusion of the study, nineteen students were chosen to 
participate in a semi-structured, forty-five-minute, formal interview. Students from each 
of the three choirs, representing a spectrum of academic and movement ability levels, 
were selected. The questions included sought to illicit responses from the students 
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regarding their impressions of the experience as a whole.  Students were encouraged to 
refer to specific sections of the study they found to be pivotal to their learning 
experiences, both positive and negative. I included questions, such as: 
• How has this technique affected your ability to learn new rhythm patterns?  
• What do you perceive are the advantages or disadvantages to using this 
method of instruction when learning new rhythm patterns?  
• What tap dance movement activities are most valuable in teaching rhythm 
patterns?   
• Which are least valuable? 
Examining Mode. 
With respect to the area of examining, I made video recordings of each class 
session and of all interviews in order to analyze and record what I was unable to 
document in observational field notes immediately following the instructional period. 
The study was organized into five cycles, each consisting of five, individual rhythm 
lessons taught over a period of two weeks, resulting in twenty-five, separate rhythm 
lessons. A Panasonic video recorder, mounted to a tripod in the corner of the classroom, 
was used to record myself and the students during each class and interview. I used this as 
an archival document to which I could return if I required clarification of a particular 
lesson or interview during the research study. Gamwell (2005) suggested videotaping 
“provides an excellent record, not only of the product of the students’ work, but the 
processes leading to the final product” (pp. 366–367).  Additionally, using a Snowball 
microphone, I audio-recorded the interviews into an Audacity sound file directly recorded 
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to my Apple MacBook laptop computer also for archival review and as a precaution in 
the event there was a problem with the video recorder.  
Furthermore, I examined what was planned for the lesson and what deviations, if 
any, occurred in the execution of the lesson to aid in the identification of what aspects 
were most successful. For instance, I began the initial cycle using only the movement in 
conjunction with the choral passage upon which the rhythm pattern was based in my 
investigation in order to determine if this would improve the students’ rhythmic accuracy 
when performing rhythms featured in choral music.  However, based on the students’ 
initial responses and recommendations in their journal logs suggesting that we include 
familiar, pre-recorded music to accompany the movement, I began the second cycle by 
one adding one musical selection with which the students could reinforce hearing and 
tapping the rhythm pattern. Likewise, as the study progressed, the students recommended 
that we include multiple musical selections, featuring a greater diversity of tempi and 
styles. Firstly, the students explained this would generate more interest for the class 
helping them to better connect with the lesson using various genres of music. In addition, 
the students rationalized that using songs that featured a wider range of tempi would 
enable students who had little experience with tap dance movement the opportunity to 
feel successful tapping to a slower piece. At the same time, students with extensive tap 
experience would enjoy the challenge to tapping to a faster musical selection. 
Consequently, by the conclusion of the study, I included three musical selections, one at a 
slower, moderate and fast tempo, with which they could integrate the movement in order 
to increase their rhythmic comprehension. Pain and Francis (2003) stated, “Researchers 
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should be honest and self-critical about what was planned and what actually happened, 
rather than promoting a model of participation which ‘works’ every time” (p. 53). 
Therefore, seeking to learn how my students best perceived and understood rhythmic 
pattern in context, my investigation continually evolved and my instructional approach 
transformed considerably from its beginning to conclusion.   
Additionally, I included the use of journal logs to document students’ reactions 
and observations regarding the use of this movement approach following each lesson.  
Students were instructed to write their reflections pertaining to their ability to understand 
and execute the rhythm pattern learned during each class.  Furthermore, they were 
directed to record their opinions on how they perceived the movement technique aided, 
impaired, or had no bearing on their ability to learn each new rhythm pattern. This 
double-sided form (see Appendix B), first, prompted the students to respond to five 
questions using a Likert scale to indicate how they perceived the movement to assist them 
in learning the rhythm pattern and, secondly, directed them to provide a narrative 
response describing their reflections regarding the advantages and disadvantages of the 
following elements implemented during the lesson: 1) the movement technique, 2) the 
use of the names of the steps to learn how to sound out the rhythm pattern, 3) visualizing 
the rhythm notated on the board prior to hearing or internalizing it through the 
movement, 4) executing the rhythm to an accompanying piece of music and 5) using a 
combination of senses to solidify their understanding of the rhythm pattern.  Finally, 
students were instructed to include any recommendations that were not used in the lesson 
that they believed may have been more successful in learning the rhythm pattern of that 
		
183 
particular day or directed toward learning a future rhythm pattern. Ornelas (1997) 
asserted that this reflexive approach makes every participatory action research project a 
“custom job” (p. 149). 
Trustworthiness and Reliability 
Member Checks. 
 Whyte (1989) maintained, “Participatory action research provides a critical 
safeguard against self-delusion by the researcher and unintentional misleading of 
colleagues through a rigorous process of checking the facts by those with firsthand 
knowledge before any reports are written” (p. 381). Member checks will be performed 
with the student interviews.  I asked the students to read the transcripts of the interviews 
and to correct any inaccuracies or make additions to any items they feel they left out 
during the initial interview.  
Peer Review. 
 Peer review was also implemented to increase the trustworthiness of this study. 
Marion (2007) defined peer review as, “A process of subjecting research methods and 
findings to the scrutiny of others who are experts in the same field” (p. 1). Two highly 
qualified musicians were asked to review my work after each phase of the study as I drew 
conclusions from my observations and the students’ verbal and written responses.  Both 
musicians hold a Master’s degree in music and teach voice privately. Each musician 
possesses solid keyboard skills, a clear understanding of music theory, and both have tap 
dance training and choral singing experience. I asked them to draw their own conclusions 
first and then respond to what I had written.  If there were any areas that they believed I 
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had made assumptions or inaccurately reported on a particular portion of the study, I 
consulted with them and re-evaluated the inferences I had drawn.  
External Audit. 
 An external audit of this study was conducted to further increase reliability and 
trustworthiness.  Creswell (2008) explained that an external audit employs “a person 
outside the project to conduct a thorough review of the study and report back, in writing, 
the strengths and weaknesses of the project” (p. 267). I invited a colleague outside of my 
department to scrutinize and examine each aspect of the documentation and reporting that 
I have done throughout the course of this research investigation.  I had him check that all 
the data included in my final report was taken accurately from my interview 
transcriptions, field notes and the students’ written submissions, ensuring that all my facts 
were reliable.  
Reporting of Bias. 
 While this type of study utilizes research from working with my own students, 
there is an assumed bias that I presumed to have serving as a participant and as the data 
collection instrument.  In my dual role as both research instrument and participant, I was 
prepared to provide detailed reflections of what I observed during the course of the study 
and how my interactions with the student participants may have had an effect on the 
manner in which I perceived the changes in their understanding and learning.  Somekh 
(1995) affirmed that involvement of the self as a full participant in the study adds to the 
complexity of the process. “The self as a research instrument and the practitioner 
researcher must demonstrate reflexive awareness of the many factors which may have 
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influenced his/her interpretations, judgments and decisions” (p. 348). It was my mission 
to refrain from introducing any more bias than was possible, considering the personal 
nature of the research study. Therefore, I attempted to remain impartial when I looked for 
trends of improvement and endeavored not to report an improvement without substantial 
evidence to support it.   
My students may also have shown an undesired bias in this study.  They may have 
tried harder than normal to help prove the study moves in one direction over the other. 
While I understand that some of my students would be biased regardless of what I did or 
said, I constantly reminded them prior to writing anything for data collection, as well as 
before they were interviewed for them to tell me what they truly believed and perceived, 
opposed to what they thought I desired them to say. Whyte (1989) argued that the 
benefits of using a participatory action research design offset the biases that could 
potentially be included.  Whyte believed, “…the possibilities of studying important 
changes that would not otherwise occur far outweigh the potential disadvantages of 
researcher bias through personal involvement in the change process” (p. 381). 
Data Analysis 
 When analyzing qualitative data, Stainback & Stainback (1988), Power (1996), as 
well as MacLean & Mohr (1999) described using multiple methods to insure that 
researchers have thoroughly examined and understood the collected facts in order to 
arrive at a well-informed conclusion.  In analyzing the data for this investigation, I 
implemented several of these recommendations including triangulation, constant 
comparison and categorizing and sorting.  
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Data triangulation implies the collection of accounts from different participants in 
a prescribed setting, from different stages in the activities of the setting and, if 
appropriate, from different sites of the setting (Banister, Burman, Parker, Taylor & 
Tindall 1994, p. 146). During my investigation, I collected data via journal logs from 
each student following each of the twenty-five movement lessons, which included 
gathering the data from three different choral ensembles. In addition, I collected data by 
means of various interviews across the five cycles of the study, as well as from the field 
notes taken during each of the lessons in the study.  
Constantly comparing the students’ and my data was another way that I conducted 
an analysis of the study. At the conclusion of each cycle, I compared the students’ 
responses from their journal logs, interviews and my field notes to determine what 
elements of the approach were successful and unsuccessful in order to plan for instruction 
of the subsequent cycle. For instance, examining the consistent student responses in the 
first cycle that the participants were requesting to integrate familiar, pre-recorded music 
with the movement, I decided that beginning with the second cycle that I would 
implement more well-known music into each lesson to determine what impact it would 
have on the students’ rhythmic understanding.  This addition of a familiar musical 
selection into the lessons to compliment the choral selection upon which the rhythm was 
based resulted in a significant finding that the students reported was vital to their 
rhythmic understanding.  Furthermore, comparing the data from the beginning of the 
study with the conclusion, led me to the deduction that having multiple musical examples 
at varying tempi (slow, moderate, fast) was even more advantageous with the movement 
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as students could better match their physical expertise with an appropriate musical 
selection for optimal learning. For example, when teaching the flap scoot in cycle three, I 
used Justin Bieber and Jaden Smith’s pop song, “Never Say Never” to help the students 
who favored using a slow tempo to more easily execute the movement, while I included 
Christina Aguilera’s pop song, “Candyman” to match with the students’ movement 
abilities who preferred tapping the rhythm to a moderate tempo and incorporated “Hot 
Honey Rag” from the Broadway musical, Chicago, to challenge the students who 
requested a fast tempo with which to perform the tap combination.  
Categorizing and sorting the collected documents and transcriptions was another 
recommended method for analyzing the data that I implemented to arrive at my 
conclusions. I began by coding the data I had collected.  Cohen and Crabtree (2006) 
explained coding as a three-step process.  
open coding – where the researcher begins to segment or divide the data into 
similar groupings and forms preliminary categories of information about the 
phenomenon being examined     
axial coding – following intensive open coding, the researcher begins to bring 
together the categories he or she has identified into groupings. These groupings 
resemble themes and are generally new ways of seeing and understanding the 
phenomenon under study.  
selective coding – the researcher organizes and integrates the categories and 
themes in a way that articulates a coherent understanding or theory of the 
phenomenon of study. (p. 1) 
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In the coding process, I employed the use of NVivo 11, a computer assisted 
qualitative data analysis software program to assist me with my analysis. Zamawe (2015) 
explained that the nodes used in NVivo offer “a simple to work with structure for 
creating codes and discovering themes” (p. 1).  With NVivo, I ran queries to detect 
common words and codes, as well as utilized coding stripes to determine the heaviest 
areas of my coding. For instance, I was able to create a hierarchy chart to identify 
emerging codes such as enjoyable movement, step names and counting, and music. Next, 
I generated mind maps to compare these codes and establish relationships between the 
emerging themes. Examining and comparing the various forms of data based on these 
themes enabled me to arrive at my final conclusions.  
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CHAPTER 5  
Findings 
Three research questions guided this study to determine the effect of tap dance 
movement on rhythmic understanding while singing vocal music in a choral rehearsal.  
The first research question probed students’ perceptions regarding the difficulty of tap 
dance movement. Examining the data, students identified four components that they 
believed to be influential in the perceived difficulty of tap dance movement: 1) the 
intricacy of the executing the movement, 2) the tempo at which the movement was 
performed, 3) impact of changing feet during the movement, and 4) the influence of prior 
tap experience in executing the movement and learning the rhythm. This parallels their 
perceptions of rhythmic difficulty in choral music making the complaints that the 
rhythms are too challenging, the tempo is too fast to read and perform accurately, and 
they don’t have a sense of how to feel it, so it’s difficult to count and perform.  
The second research question queried the students’ perceptions regarding the 
effectiveness of tap dance movement as a method toward promoting their rhythmic 
accuracy when performing rhythms featured in choral music. The students raised the 
following key areas as significant related to movement as a valuable method in 
promoting rhythmic intelligence: 1) the enjoyment of the movement, 2) movements 
which were or were not specifically beneficial toward learning the rhythm, 3) 
demonstrations of the movement, 4) the incorporation of music with the movement, 5) 
the use of steps name in conjunction with the movement, 6) the use of counting in 
combination with the movement, and 7) the utilization of tap shoes to perform the 
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movement.  
The third research question surveyed the students’ perceptions regarding the 
effectiveness of integrating tap dance movement with the study of select rhythm patterns 
chosen from choral literature in their retention of the rhythms. The students put forward 
their observations regarding both the advantages and disadvantages of using this 
movement approach. Students encountered challenges with remembering both the rhythm 
and the movement and how to execute the step combinations when they were revisited. 
On the contrary, students acknowledge how the movement enabled them to maintain a 
steady beat, to memorize the rhythm, and to internalize the rhythm. Furthermore, the 
students cited specific movements with which they felt successfully aided them in 
learning the rhythm patterns and distinguished the rhythms they believed they would be 
capable of accurately identifying in the future. 
Research Question 1 
Intricacy of the movement. 
Level of difficulty: Simple 
Cycle one. 
Student responses, with regard to the simplicity of the movement, were gathered 
in relation to research question one. Considering the first question, pertaining to the 
students’ perceptions regarding the difficulty of the tap dance movement, the first point 
students raised concerned the intricacy of the movement.  During the first five lessons in 
cycle one, the students commented that the majority of movements were easy to execute. 
The brush and scuff movements in lesson one and the heel movement from lesson three 
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in cycle one were the only tap dance steps in which students made no commentary on 
their ease. On the contrary, students highlighted the stomp, toe tap, spank and step 
movements respectively in order of ease in lesson one.  Mark commented, “The easiest 
step was the stomp” while Rosie asserted, “The spank step was the easiest.” Sidney 
shared, “My favorite step was the stomp because it was easy” whereas Shea remarked, “I 
liked the step movement because it was simple and easiest to keep a beat with.”  This step 
was used in conjunction with “Alleluja” section in Haydn’s “Achieved is the Glorious 
Work,” as well as Randall Thompson’s “A Girl’s Garden” to helping students perform an 
even and precise alternating pattern of eighth notes and rests. 
During lesson two, the students also found the shuffle step trouble-free to learn. 
Savannah expressed, “Today’s pattern was easy to do and it was fun to do the steps.” In 
addition, Bonnie stated, “The movement technique was easy to learn and to pick up on. I 
like the shuffle and found it fun to execute.”  Alexa clarified that one potential reason the 
shuffle was easy was because it incorporated two movements, the brush and spank, which 
they had previously learned in lesson one. “We learned these steps before.  That’s what 
made it easy.” Moreover, Sidney articulated, “The step was easy to learn and easy to 
internalize.” Furthermore, Molly acknowledged the ease with which the entire class was 
able to execute the shuffle, stating, “This was a good technique to use because everyone 
can manage doing it. An easy technique to convey rhythm patterns is always helpful.” 
This step was employed to improve the evenness of repeated eighth note pairs found in 
the opening phrase of the Basque Carol “I saw a maiden,” in the “In taberna” movement 
of Orff’s Carmina Burana, as well as in the “Dies Irae” movement of Mozart’s Requiem. 
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Lesson three in cycle one also contained multiple, single motion steps including 
the stamp, heel, hop and jump.  Students responded most favorably toward the ease of the 
stamp, hop and jump in respective order; however, they made no comment regarding the 
heel step.  Popka indicated, “Jumping was the easiest along with the hops.” Jessica 
declared, “I think the stamp was really easy. I also think the hop was easy. The stamp was 
easy because it was like the stomp.”  It was revealing to me that students were quickly 
making connections to previously learned movements and using this knowledge to 
facilitate their future understanding. What was also interesting for me to note from the 
students’ responses was their desire for more challenging movement. For instance, Juliet 
commented, “The stamps and hops were very simple and I still think we need harder 
steps.” Even though the students found the movement to be simple, they were already 
requesting more challenging movements. Nonetheless, students, such as Miley, 
acknowledged that what might be considered simple movements for some students might 
be appropriate and beneficial when applied to more challenging rhythms. “I feel that the 
movement today was very simple for everyone, but I think that if we were to do this for 
less experienced people with more difficult rhythms, it might help some people.” These 
steps were associated with the repeated quarter note patterns found in “The Heavens Are 
Telling” from Haydn’s Creation, as well as in the final movement of Beethoven’s 
Symphony No. 9.  
While the ball change movement in lesson four in cycle one contained the least 
number of responses addressing the ease of the step during cycle one, students mentioned 
how beneficial they felt this step was. Abby noted, “The step itself was easy and it helps 
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with learning the beat. This lesson was more beneficial than the others.”  Likewise, Clara 
asserted, “Ball change is easier for this rhythm than any other steps.” This tap 
combination was exercised to associate the rhythm pattern of an eighth note followed by 
a quarter note illustrated in Schubert’s “Die Allmacht” and the opening phrase of Glick’s 
“The Hour Has Come. 
To the contrary, the concluding lesson in cycle one received the largest number of 
responses regarding the simplicity of the movement. Students offered the following 
observations concerning the ease of applying the Bam Bam movement to the rhythm even 
as the difficulty of the movement increased. Piper shared, “The step was a little more 
challenging than the other steps, but was still very simple.” while Serena stated, “The 
movements were simple, but still effective.  I like that today was more challenging than 
usual since we have a variety of steps.”  
 In addition, the students also indicated since the Bam Bam incorporated a variety 
of movements which they had previously learned, which added to their ease in learning 
the movement.  Gale stated, “The steps are easy and I’m happy that this is a chance to 
work on my skills. Today, all the steps together we previously learned, is a nice way to 
refresh. These steps were more fun and I got a hold on it easily.” As Jessica remarked, “I 
also thought that the step was very easy because all we had to do was put steps together 
that we already knew.” Recognizing how the previously learned steps collectively were 
incorporated into the final lesson of cycle one, Anastasia commented that this tap 
combination suitably summarized the first cycle. “I thought this step was the most 
interesting of all the steps/rhythms. It was very fun and easy to learn. I could see the other 
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steps that we have learned before and I think the order that we ended in was good. The 
step was very helpful in teaching the rhythm.” This tap combination demonstrated the 
rhythm pattern of two eighth notes followed by a quarter note, which repeatedly occurs in 
the “Circa mea pectora” movement from Orff’s Carmina Burana, as well as in 
Willcock’s arrangement of “Jingle Bells.”  
Considering the movements collectively in cycle one, students found the ease of 
tap dance movement simple enough to make it accessible to everyone regardless if they 
lacked any tap dance experience.  Demi stated, “The steps themselves were not difficult, 
which was good so everyone knew what to do.” Similarly, Hallie remarked, “I thought 
that the techniques were simple and easy to follow, so even people that don’t take tap 
were able to follow along.” Furthermore, students indicated the novelty and enjoyment 
performing the tap movement benefitted and engaged them in their rhythmic learning 
beyond learning the rhythm by strictly viewing it.  Laura avowed, “Doing the tap was 
easy and it helped me learn the rhythms. The tap was easy and fun to learn rather than 
sitting in a chair and just looking at the rhythm. The different dance steps were fun and 
easy.”             
Cycle two.  
As the students moved to the second cycle, they noticed that the movements 
increased in length and complexity.  This significantly impacted their responses 
pertaining to the number of lessons in which they found the movement easy.  For the first 
three lessons in cycle two, there were hardly any students that mentioned that the 
movements were easy to learn or execute.  However, in lesson four, the students again 
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shared remarks about the Change Over Cramproll that described its simplicity and how it 
facilitated their learning.  Jenna commented, “It was just like marching, very simple.” 
Genesis stated “I could do the steps fast or slow. Loved the steps, so I was into it.” This 
tap combination was used to improve the students’ perception of a quarter-rest following 
a group of four sixteenth-notes, found in both the Korean selection, “Kashiri,” by Ham, 
as well as in Sharon and Raugh’s choral arrangement of “Stand By Me.”  
Similarly, the students responded positively to the Jumper tap combination in 
lesson five of cycle two. The students frequently described the movement as manageable 
for the entire class to learn. Piper replied, “It was an easy step. Everyone seemed to enjoy 
themselves.” Likewise, Mark articulated, “Easy, good step for everyone to learn the 
rhythm.” Furthermore, Enna added how the facility of the jumping movement made it 
memorable. “The steps are easy to do. Jumping seems easy to do and remember.” This 
tap combination was used to reinforce the rhythm pattern of an eighth and two sixteenth 
note grouping followed by a quarter note, which is exemplified in the “Sanctus” 
movement from Mozart’s Coronation Mass, as well as in “Sing Ye to the Lord” from 
Handel’s Israel in Egypt.  
Cycle three. 
Cycle three provided similar results as cycle two with regard to movements the 
students found easy to perform.  In this cycle, the first lesson, the flap, the third lesson, 
the Step Heel Flap Hop, and the fifth lesson, flap scoot, were perceived to be easier 
movements to execute.  Emily and Hallie described the flap and the step heel flap hop as 
easy and clearly matching the rhythm, making the rhythm pattern easier to learn.  Emily 
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stated, “It was an easy step to remember it is very applicable.” while Hallie observed, “It 
was easy and went with the rhythms well.” The flap step was used in conjunction with 
repeated dotted eighth and sixteenth note pattern illustrated in both the “Soldiers’ Chorus 
from Verdi’s opera, Il Travatore and de Cormier’s arrangement of “Pick a Bale of 
Cotton.” Likewise, the Step Heel Flap Hop combination drew a correlation to the rhythm 
pattern of a quarter note followed by a dotted eight and sixteenth note combination on 
beat two and ending with two quarter notes, commonly appearing in the “Credo” 
movement of Mozart’s Coronation Mass and in Handel’s “Zadok the Priest.”  In the 
latter example, the final quarter-note is substituted with a quarter-rest.  In comparison 
with prior cycle movements, Lily mentioned that the flap scoot was easier than 
movements in earlier lessons, commenting, “The step was easier this time. I could do the 
step both ways (on either foot).” Relating the rhythm pattern of quarter note followed by 
dotted eighth and sixteenth note combination and ending with a quarter note, which is 
reiterated multiple times in the opening of the “Bridal Chorus” from Wagner’s opera, 
Lohengrin, as well as in “Lift Up Your Heads, O Ye Gates” from Handel’s Messiah, I 
implemented this tap combination in order to teach the students to sing the full beat value 
of the quarter and dotted eighth notes and not shorten them and rush the rhythm.  
Cycle four.  
The lessons in cycle four generated some of the largest responses with regard to 
the ease of the movement.  In particular, the first lesson in cycle four, the Penguin 
produced the leading amount of responses in the entire study.  Students found this 
specific lesson to be the most accessible across all the participating members. One 
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student found the simplicity of movement in part due to a repeating section of the tap 
combination. Bonnie responded, “I found this to be a relatively easy step to do. It was 
easy because of the simplicity of repeating the combination, shuffle-dig.” An additional 
observation concerning the effortlessness of the movement linked its ease with a stronger 
sense of hearing and internalizing the rhythm. Patti shared, “The step was defined and 
easier to hear the rhythm with.  I like the waltz feeling of the step.”  Likewise, Sidney 
stated, “It was easy enough to learn and it helped me internalize the rhythm pattern.” This 
step was used in association with a repeating eighth note triplet pattern found in the 
“Blow! Bugles! Blow!” movement from Vaughan Williams’ Dona Nobis Pacem, as well 
as in Brunner’s “We Join with the Earth” movement from Earthsongs.  
Although not to the same extensive amount as the Penguin, students also 
responded positively toward the remaining lessons in cycle four.  With regard to the 
Buffalo in lesson two and the Over the Top in lesson four, the students found the 
springing movement between easy. Stephanie Anne described the simplicity of the 
Buffalo movement in the following manner. “The steps were easy. I find the combination 
of shuffling and hopping easy to do.” This combination, which introduced the rhythm 
pattern comprised of an eighth note triplet followed by a quarter note, was representative 
of the same metrical figure contained in the “Agnus Dei” movement of Rutter’s Requiem 
and Britten’s Rejoice in the Lamb. Similarly, Enna praised the easiness of the jumping 
motion of the Over the Top movement. “I found this easy as there was no flapping.  
Jumping is easiest to do. We should do it more often.” Along the same lines, Enna also 
found the Stomple in lesson five to also be simple due to the absence of any flapping 
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movement. “Because there was no flapping, the movement was easier. The steps were 
simple and easy.”  The benefit of examining the Over the Top combination was that it 
featured a single statement of an eighth note triplet on beat four, which is analogous with 
the same pattern presented in passages of both Thompson’s “The Last Words of David” 
and the fourth movement, “Dirge for Two Veterans,” of Vaughan Williams’ Dona Nobis 
Pacem.  
Another trait of cycle four that students found made the movement less 
complicated was there were opportunities to isolate the movement to one foot at a time in 
both the Buffalo and the flap heel.  Stephanie Anne shared this observation of the 
Buffalo. “Today’s rhythm pattern was easier to perform due to the fact we only had to 
focus on one foot and then the other.”  By the same token, Liana raised a corresponding 
remark pertaining to the flap heel.  “I felt today’s rhythm pattern was easier to execute. I 
like how we are able to focus on one foot and then the other. We were able to remain in 
sync. The more practice, tap dancing gets easier.”  
A third, shared characteristic that students raised during cycle four was the fewer 
the steps, the easier it was to remember the combination.  Stephanie Anne explained, 
“There weren’t many steps” regarding the Buffalo while Marie explained the small 
number of steps in the tap combination in the Stomple in lesson five added to the ease of 
the movement. Marie mentioned, “The step was so easy. It was only three steps on one 
foot, so it was really nice.”  
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Cycle five. 
In comparison with the other four cycles in the study, the final cycle generated a 
smaller amount of responses with regard to the ease of the movement. While the overall 
number of responses reflecting the simplicity of the movement decreased across the final 
five lessons, a portion of the participants maintained the movements continued to be easy 
to execute. Two specific steps, the flap and the jump, emerged as movements 
contributing to the facility of the tap combination, particularly when used simultaneously. 
Concerning the Cramproll Time Step from lesson three, Enna stated, “Jumping makes the 
steps easy to do even though flapping was hard. Because there was jumping, it was easy 
to do the steps.” This tap pattern was employed in conjunction with the dotted eighth and 
sixteenth note combination, followed by an eighth note triplet and ending with a quarter 
note, which is contained in Hornady’s arrangement of the Korean folk song, “Nodle 
Kangbyon,” as well as in Botsford’s choral arrangement for male voices of “Travesty” 
from Verdi’s opera, Rigoletto. In the following lesson, the Stomp Hop Time Step, Enna 
again remarked, “The flapping was easier to do when jumping is included. The 
movement was easy since all the moves were done before.” In this instance, the 
movement combination was implemented to assist the students better comprehend how 
the rhythm pattern of dotted eighth and sixteenth note followed by eighth note triplet 
figures, a reversal of the rhythmic figures they had experienced in lesson three, could be 
more clearly perceived when experienced in Raugh and Sharon’s choral arrangement of 
“Sixty Minute Man” and Albritton’s choral arrangement of “Let Me Be the Music.”  
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Level of difficulty: Challenging. 
Cycle one.  
 Student responses, with regard to the challenging difficulty level of the 
movement, were also collected in relation to research question one.  In addition, the 
students recognized what tap movements were challenging and frequently identified what 
components of the step or tap combination proved problematic. In cycle one, lesson one, 
the scuff movement was the solitary step distinguished as difficult in student remarks. 
Savannah declared, “The scuff was the hardest step.” Mark agreed, stating, “I think the 
hardest move was the scuff.” This step was used in association with a four-beat measure 
of alternating eighth notes and rests as illustrated in “A Girl’s Garden” from Thompson’s 
Frostiana, as well as in “Achieved is the Glorious Work” from Haydn’s Creation. 
A small number of student responses acknowledged the shuffle in lesson two as a 
challenge to students. Oprah pointed out her lack of coordination made the shuffle 
challenging. “The shuffle was difficult for me because I’m not very coordinated.” Ann 
indicated that not only was the tap combination challenging for herself, but for others in 
the class as well. “The foot pattern was a bit difficult. I’ve noticed some students, 
including myself, struggling with the shuffle foot pattern.” The objective of this 
integrating this step in combination with a four-beat pattern of continuous eighth notes 
was to improve the evenness of the eighth notes in the Basque carol, “I saw a maiden,” 
and in the “In taberna” movement from Orff’s Carmina Burana, as well as in the “Dies 
Irae” movement from Mozart’s Requiem.  
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 Concerning the four, individualized movements implemented in lesson three, 
three movements were described as difficult. The heel movement was most frequently 
identified by students as the most challenging of this particular lesson. Alexa raised a 
concern regarding the ability to maintain her balance while putting her weight on her 
heels. “The heel was the hardest. It was hard to balance on the heel steps.” At the same 
time, Brooke noted that it was challenging for the students to balance on their heels and 
to refrain from putting their toes down. “I think it might have been hard for some people 
to do the heel pattern because it’s awkward to leave your toes up.” In addition, Laura 
noted that when the students would unintentionally put down their toes, it would alter the 
intended rhythm. “While trying to tap with just the heel, your toe goes down and it 
creates a different rhythm. In the same way, Beatrice added, “That heel move was 
difficult because I was apt to touch my heel down. Switching feet between steps kind of 
ruined the rhythm because of the sound of putting down the foot not in use.” Moreover, 
students raised concerns that the hop and the jump movements also proved difficult to 
learn. Besides indicating the hop step was problematic, Payton raised the concern that she 
was distracted by the jump and worried about falling versus concentrating on learning the 
rhythm pattern. “The hardest step is the hop. I don’t think we should do the jump step. I 
was focusing more on not falling than the rhythm.”  At the same time, Giuenivere drew 
attention to the point that it was problematic to not let the heels of the feet fall during the 
hopping movements, as well as the challenge to maintain the tempo collectively as a 
group when jumping between feet. “The steps were fairly easy to work, but for the 
hopping it was hard to keep just the balls of the feet down.  In addition, the jumping 
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caused us, as a group, to want to rush the rhythm, so that was a bit of a problem.” These 
movements were related to performing steady quarter-notes exemplified in “The Heavens 
Are Telling” from Haydn’s Creation and the final movement from Beethoven’s 
Symphony No. 9.  
Comparing the ball change with previously learned steps, the students indicated a 
considerable increase in the complexity of the movement beginning in the fourth lesson. 
Patti mentioned, “This step was more difficult than the past steps. It would have been 
simpler if we had ball changed using the back foot first.” Jay added, “This movement is 
more complicated than the ones we’ve learned in the past, so it was more challenging. I 
don’t know many steps, but this seems like a big jump from simple steps.” Coupling this 
step with the figure of an eighth and quarter note rhythm beginning on the offbeat, my 
intent was to improve the students’ perception and execution of the syncopated pattern in 
Schubert’s “Die Allmacht” and Glick’s “The Hour Has Come.”  
Difficulty with the scuff step was again raised when learning the Bam Bam in 
lesson five.  Oprah asserted, “It was hard to incorporate the scuff into the rhythm.”  In 
addition, the similarity of steps also caused a problem for students getting them confused 
when attempting to execute the tap combination.  Mark declared, “It was too fast and too 
many steps. The lesson was very confusing because the first two steps are almost the 
exact same thing and it gets a little confusing.” This tap combination was paired with 
commonly occurring rhythm pattern of two eighth notes followed by a quarter note to 
perfect the students’ performance in Willcock’s choral arrangement of “Jingle Bells” and 
the “Circa mea pectora” movement from Orff’s Carmina Burana.  
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Cycle two.  
With regard to the second cycle in general, students indicated that the movement 
was becoming more challenging and demanding to perform at a faster tempo. In addition, 
students brought up additional dilemmas when attempting to learn the various 
movements during cycle two.  Regarding the paradiddle in lesson one, Enna expressed 
the movement was problematic when there were multiple actions that had to be executed 
between the feet. She stated, “The fact that there were two things to do with your toes 
made it harder.” This tap combination was implemented in correlation to the numerous 
Baroque choral works that feature a plethora of continuous sixteenth note sequences, but 
most specifically to my teaching of Handel’s “I Will Sing Unto the Lord” from Israel in 
Egypt, as well as, Bach’s “Omnes generations” movement from his Magnificat.  
Reflecting on learning the riffle in lesson two, Mark noticed the problem with learning 
the tap combination was related to the number of steps involved. He maintained, “The 
number of steps was confusing.” This movement combination was employed in 
conjunction with the rhythm pattern series of two sixteenth-notes followed by an eighth 
note featured in Purcell’s “Sound the Trumpet” from Come, Ye Sons of Art, and in 
Carter’s “There Was an Old Man” from Two for the Price of One. In lesson three, 
learning the Tucker, a concern with maintaining balance was again raised. Clara asserted, 
“This step was very difficult for me. It was too hard to keep the balance when switching 
legs.” Based upon a rhythm pattern of four sixteenth notes followed by a quarter note, the 
Tucker was implemented to assist students sustain the full value of the ending quarter 
note as encountered in the “Kyrie” movement from Mozart’s Mass in C Minor, as well as 
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in the “Sanctus” movement from Rutter’s Requiem.  Tempo was the solitary concern 
expressed by the students pertaining to lesson four when learning the Change Over 
Cramproll. For instance, Rosie remarked, “I found this movement hard to do.  It was 
difficult for me to go faster.” One criticism of the Jumper in lesson five included a 
challenge executing a portion of the tap combination which moved backward. As Jessica 
indicated, “Going from a hop to a step behind was a little difficult at first.”  A second 
opinion that arose regarding the Jumper was a restatement of an earlier stated observation 
that the movement required such concentration that it drew attention away from learning 
the rhythm. Paige repeated, “Today’s tapping pattern was a little bit more complicated, so 
I was focused more on the tapping pattern than on the actual rhythm pattern.” While the 
students reported this assortment of challenges pertaining to cycle two creating an 
obstacle to their learning, their primary, collective complaint stemmed from the fact that 
the movement was arduous to execute at a faster tempo. Oprah summarized the students’ 
joint perspective, stating, “The movement was very hard. I was not able to do the 
movements fast enough.” Thus, tempo began to emerge as a crucial element influencing 
the perception of the movement’s difficulty. Similar to the Tucker, the Change over 
Cramproll, illustrating four sixteenth notes followed by a quarter rest, was employed to 
prevent students from singing on the rest beat following the sixteenth note group in 
selections, such as those instances featured in Ham’s “Kashiri” and Raugh and Sharon’s 
choral arrangement of “Stand By Me.”  
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Cycle three.  
The beginning of cycle three appeared to give students fewer complications as 
there were no difficulties raised regarding the use of the flap in lesson one and there were 
limited problems indicated in lesson two. However, the factor of tempo continued to arise 
as a complication toward learning the movement.  Students shared this concern related to 
the remaining four lessons during cycle three. Considering the waltz clog in lesson two, 
Juliet stated, “It’s too hard and fast.” The waltz clog combination was partnered with the 
repeating dotted eighth and sixteenth note pattern in triple meter to assist students 
comparing the sensation of the ongoing dotted figure between triple and quadruple 
meters. The rationale for examining this rhythmic pattern was based upon challenges 
faced when rehearsing the “Domine Fili Unigenite” movement from Vivaldi’s Gloria and 
Britten’s Rejoice in the Lamb. By the same token, Stephanie Anne experienced a 
dilemma with the flap movement of the Step Heel Flap Hop in lesson three, reporting, 
“The flap part was probably the hardest because it was the fastest part of the movement.” 
This combination was in conjunction with the rhythmic pattern, including quarter note 
followed by a dotted eighth and sixteenth note combination and ending with two quarter 
notes, closely found in the “Credo” movement from Mozart’s Coronation Mass and 
Handel’s “Zadok the Priest.” In addition, she indicated that tempo was, in part, 
responsible for the difficulty executing the Stomp Buck Time Step, declaring, “I did not 
like this one. Went too fast. Too hard. Too many steps.” This tap combination was 
utilized to improve the students’ perception of the value of the quarter notes, which 
framed the dotted eighth and sixteenth note combinations contained in “But the Waters 
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Overwhelmed Their Enemies” from Handel’s Israel in Egypt and the initial measures of 
“Domine Fili Unigenite” from Vivaldi’s Gloria. Finally, with reference to the flap scoot 
in lesson five, Clara shared, “It was hard to drag your foot, then go fast into the next 
step.” In this case, the flap scoot was implemented to improve the dotted eighth and 
sixteenth note value followed by a quarter-note rhythm included in Wagner’s Bridal 
Chorus” from Lohengrin and Handel’s “Lift Up Your Heads, O ye Gates” from Messiah. 
A second component of cycle three that students discussed as problematic was 
executing the flap step in the context of the tap combination. Pertaining to the Step Heel 
Flap Hop, Emily wrote, “It was a little tricky to go from the flap to the hop.  It would 
have been easier if it was a shuffle.” At the same time, Clara confirmed, “The flap part 
was difficult. It was hard to keep my balance.” Similarly, Bon expressed a parallel 
opinion with regard to the Stomp Buck Time Step, remarking, “I couldn’t do it. The flap 
was really hard to do.”  What drew my attention during this cycle was the fact that the 
students reported no difficulty in executing an isolated flap step in the first lesson; 
however, the flap step created a challenge when it was put in combination with other 
steps.  Featuring a rhythm pattern comprised of a dotted eighth and sixteenth note 
combination framed by a quarter note, the Stomp Buck Time Step was employed to 
ensure that full values were given to the quarter notes in comparison with the short value 
of the sixteenth note when performed in the opening measures of “Domine Fili 
Unigenite” from Vivaldi’s Gloria and “But the Waters Overwhelmed Their Enemies” 
from Handel’s Israel in Egypt.  
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Cycle four. 
During cycle four, students identified specific steps that proved problematic 
within each of the five lessons. While a majority of the students celebrated the Penguin 
combination as one of the easiest steps, there remained students who found the dig 
movement in the combination to be challenging. Aria indicated, “For some reason, the 
dig at the end continuously made me mess up. I just couldn’t do this step!” In the same 
way, Effy experienced a similar challenge with the dig step, remarking, “The step was 
awkward. I didn’t know whether or not to put my heel down for the dig and if I should 
keep it there or if I should have put my whole foot down after the shuffle.” The Penguin 
combination was employed to aid the students in their perception of continuous eighth 
note triplets, particularly when the primary beat of the beginning triplet is a rest, which is 
featured in “Blow! Bugles! Blow!” from Vaughan Williams’ Dona Nobis Pacem and 
“We Join with the Earth” from Brunner’s Earthsongs.  
While there were no narratives indicating a concern with any particular step 
learning the Buffalo in lesson two, students did acknowledge a predicament when 
executing the heel step during the flap heel in lesson three. Pocha mentioned, for 
instance, “The heel part confused me. I did not get when we were supposed to go on the 
heel.”  Selected to improve the rhythm pattern of three eighth note triplets followed by a 
quarter note frequently found in the choral music of Randall Thompson, the flap heel 
combination was exercised to specifically address the pattern featured in Thompson’s “A 
Girl’s Garden” from Frostiana and “God is Gone Up with a Shout” from A Feast of 
Praise. The complexities of these initial three lessons; however, diminished in 
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comparison with the significant responses related to the jump in the Over the Top 
combination in lesson four.  
One of the largest responses regarding movement difficulty pertained to the Over 
the Top step combination in lesson four.  Students expressed repeated concerns regarding 
the jumping/hopping portion of this combination and their anxieties about falling. Cassie 
declared, “It was a really difficult step. It was hard to do and not worry about getting hurt 
or falling into someone else.” Likewise, Amanda asserted, “The only thing I was a little 
scared about was the jumping part.” Jim summarized the collective sentiment of the 
students, stating, “Everyone complained about the jump.” The tremendous, adversative 
response to this particular tap combination indicates a need for using an alternative 
movement to instruct this rhythm, which causes less student apprehension and anxiety. 
The Over the Top combination was implemented to teach the rhythm pattern of three 
quarter notes followed by an eighth note triplet and ending with a quarter note. While the 
choral contexts in which this rhythm pattern was based use quarter-rests instead on beats 
one and three, found in Thompson’s “The Last Words of David” and in the fourth 
movement, “Dirge for Two Veterans” of Vaughan Williams’ Dona Nobis Pacem, the 
Over the Top was selected as the tap combination that most closely resembled the 
primary rhythmic objective.  
In comparison, students perceived the final lesson in cycle four, the Stomple, to 
be substantially less challenging as the Over the Top movement in lesson four. Students 
explained the complex feature of this movement was brushing the foot backward. Rosie 
shared, “Today was fun, but it was really hard for me to do the step. I thought it was 
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easier to brush forward, but I wasn’t able to brush back.” Emily expressed a comparable 
sentiment while noting her ultimate success mastering the movement. “The step was hard 
to shuffle backwards. I kept going forwards, but I got it at the end.” In this case, the 
Stomple was used in combination with the rhythm pattern of two quarter note triplets, to 
contrast the rhythmic difference between eighth note and quarter note triplets, illustrated 
in the second movement of Vaughan Williams’ Dona Nobis Pacem, as well as in “Say Ye 
to the Righteous” from Thompson’s The Peaceable Kingdom.  
Cycle five. 
Interestingly, responses regarding the challenges of the opening lesson of the final 
cycle, the 3 Tap Riff Turn, were made exclusively by the male students. The students 
indicated the tempo was challenging in comparison with earlier tap combinations, as well 
as the initial steps proved to be problematic. Mark and Jim noted the increased difficulty 
of the movement, particularly at a faster tempo. Mark mentioned, “Harder step” while 
Jim commented, “Hard and fast.” At the same time, James acknowledged the complexity 
of the preliminary steps. He pointed out, “The transition from the first two steps to the 
kick step was difficult.” Intended to improve the rhythmic perception of an eighth and 
two sixteenth notes followed by two eighth notes, the 3 Tap Riff Turn was used to 
improve the rhythm as it is exemplified in the final movement, “Cum Sancto Spiritu,” of 
Vivaldi’s Gloria and in the fourth movement, “Omnes generationes,” of Bach’s 
Magnificat. 
Reminiscent of the Over the Top movement in cycle four, the 5 Tap Riff also 
produced another large collection of responses, reporting movement difficulty. Students 
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experienced challenges with repetition of the heel step and frequently commented that 
this led to their confusion performing the complete step combination. Enna remarked, 
“The step was confusing since there were too many heels steps in a row.” At the same 
time, Christina asserted, “I thought the heel of the left foot was pretty confusing and 
difficult.” Daniela also reported, “The heels always messed me up although the step was 
fun. I got confused a lot.” The 5 Tap Riff was employed to reinforce the rhythm pattern 
of two sixteenth notes followed by two eighth notes and an eighth rest, which is featured 
in the “Hallelujah Chorus” from Handel’s Messiah, as well as in Mozart’s Regina Coeli.  
In comparison, the Cramproll Time Step in lesson three produced significantly 
fewer student concerns regarding the difficulty of the movement. Students expressed the 
jump/hop step in the tap combination created the largest challenge. Savannah proclaimed, 
“Don’t like the jump step. Very difficult.” By the same token, Clara claimed, “Going 
straight to the hop was a little difficult. This combination was used in conjunction with 
Hornady’s arrangement of “Nodle Kangbyon” and Bostford’s male chorus arrangement 
of “Travesty” from Verdi’s Rigoletto.  
On the other side of the coin, the Stomp Hop Time Step, implemented in lesson 
four, raised numerous concerns regarding the difficulty of the movement. Students 
remarked the number of steps made it challenging to remember the entire combination. 
Cassie stressed, “it was a very complicated step. There were a lot of parts. It was too 
much to remember all at once.” Correspondingly, George claimed, “Hard. Too many 
steps.”  
In addition, students noted the ball change step in the tap combination proved 
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problematic. Ashley reported, “I was not really successful in doing the steps because the 
ball change step was confusing.” Likewise, Juliet admitted, “Messed step up. Forgot ball 
change.” In addition, Stacy mentioned, “Doing ball change and flaps was a little 
difficult.” In this lesson, I intended to make use of the Stomp Hop Time Step, in union 
with the rhythm pattern of an eighth note triplet followed by a dotted eighth and sixteenth 
note figure, to improve the rhythmic pattern when sung in the context of Raugh and 
Sharon’s “Sixty Minute Man” and Albritton’s choral arrangement of “Let Me Be the 
Music.  
The final lesson of the study, the Cincinnati, generated a limited number of 
responses with regard to the difficulty of the movement. Students reflected that they 
sometimes confused the order of steps as they executed the combination. Laurentia 
revealed, “It was kind of difficult for me to spank the second time instead of shuffling.” 
In the same way, Popka divulged, “I kept getting confused between steps.”  
In addition, the students shared that they heel step was difficult to execute in the 
context of the tap combination. Aria shared, “The heels always messed me up! I kept 
falling over.” Similarly, Claurice noted, “The heel and shuffle were hard.”  The final tap 
combination, the Cincinnati, was brought into play to improve the students’ 
understanding of a dotted eighth and sixteenth note combination positioned between two 
eighth note triplets, which is included in Poos’ “Psalm 77” and in Chinn’s arrangement of 
“Blues in the Night” from Naughty, But Nice.  Not only were the students able to address 
the difficulty of the movement based upon how quickly they were or were not able to 
learn the movements in general, but they also recognized how the tempo at which the 
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movement was executed had an effect on their perception of the movements’ intricacies. 
The following section explores how the students associated slower and faster tempi with 
their abilities to execute the tap dance movement.   
Tempo.  
Movement uncomplicated at slower tempo. 
More time to master the movement. 
During my teaching career across multiple school districts and states, I have 
found that when students encounter complex rhythms that incorporate sixteenth notes and 
triplets that their anxiety level increases. What’s more, I’ve observed that when students 
are challenged to sing these rhythms at a faster tempo that they are more prone to making 
mistakes and become more easily frustrated singing these particular passages. What I 
have realized is that when the students are introduced to these rhythms at a slower tempo 
and are given more time to process how the individual notes relate to the main beats of 
the measure, they are more successful in singing them accurately. Kageyama (2016) 
affirmed that individuals don’t practice at a slow enough tempo in order to fully 
comprehend what they are performing and typically rehearse too quickly. He shared, “It’s 
too fast for us to observe, fully process, and tweak all the little details” (p. 1). Therefore, 
in my teaching, it is common practice for me to rehearse vocal parts at a slower tempo to 
provide students with as solid an understanding of the material as possible. The subject of 
tempo and rehearsing the movement at a slower tempo was also raised in the results.  
A second characteristic that students that students indicated was influential on 
their perception of the difficulty of the tap dance movement was the tempo at which it 
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was executed.  Students responded that by approaching the movement at a slower tempo 
would benefit them in several ways. First, it would provide them more time to think 
about the execution of each step in order to master it and apply it to the rhythm.  For 
example, Giuenivere mentioned, “Maybe spend more time teaching the rhythm at a 
slower pace just so everyone is secure, so you know everyone has it.” Jenna also shared, 
“Doing the movements slower instead of speeding up right away cause I usually need a 
little more time to learn it from the beginning and then I can practice and it will be 
easier.”  Mark also acknowledged that while the slower tempo is beneficial, it requires 
more instructional time. “I think if we do the steps slowly it can be better. Do the steps 
slowly because sometimes it’s hard to get it. Starting slow is a good way to learn, but it 
takes more time.” 
Enables more time to focus on and master the rhythm.  
Secondly, the students identified that a slower tempo allowed them more time to 
become proficient at the movement and, consequently, enabled them to focus on and 
master the counting of the rhythm. Greta offered the following explanation. “Maybe not 
as fast cause I’m thinking about the movement too much and not so much about the 
rhythm, so it’s easier when it’s slower.” Piper, too, shared a comparable perspective. “I 
think some people who have difficulty, they can kinda understand the counting, but not 
really and then when we go too fast, some people just stop and don’t do it. I don’t know. 
At a slower pace, it easier for them. Starting off slow helps because it helps teach the step 
easier. The stuff was easier in the slow beat.”  
 
		
214 
Slowest tempo simplest and most conducive to learning movement. 
In addition, students mentioned that when they were provided opportunities to 
execute the movement while singing with music at three tempi: a slow, moderate, and 
fast tempo, they perceived the slow tempo to be the easiest and, in several instances, the 
most conducive to their learning of the movement and performance of the rhythm. 
Bryanna confirmed this opinion, stating, “The slowest part was definitely appropriate for 
my needs and…um…, but I could also do the medium-paced one. It was when it got fast 
that I would just lose it.” Likewise, Max also confirmed the same perspective, replying, 
“Using music at a slower tempo was a base for executing the rhythm pattern accurately.” 
Furthermore, Lily commented that the slower tempo was particularly crucial for students 
without tap experience. 
I would teach very slowly and go thru it step by step. Well, you did do it step by 
step, but sometimes there are people in our class that know how to tap and they do 
it faster than everybody else, but there are people who have never tapped in their 
life, so they have to go a lot slower than everyone else, so it’s kind of difficulty 
especially with the faster music.  
Movement more complicated at faster tempi. 
Balance more difficult. 
Along the same lines, students perceived the faster they were required to perform 
the movement, the more complicated it became. First, the students reported that balance 
became an issue when executing the movement at faster tempi. Pertaining to the shuffle 
used in cycle one, Pocha observed, “It was harder to keep balance while following the 
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footsteps. The faster it went, the harder it was.”  Shaniqua also experienced a similar 
challenge with the shuffle, remarking, “Hard to balance on each leg while quickly 
moving. It went way too quickly for me to keep up.”   
Problematic to incorporate and execute all steps. 
In addition, students also found it problematic to manage all the steps in several of 
the tap combinations across the study at a faster tempo. Clara pointed out the hop step in 
lesson three of cycle one proved to be challenging to master at a faster tempo. She 
mentioned, “For example, the hop rhythm pattern was too quick. It was difficult to keep 
up.” In the same manner, Misty raised a similar difficulty with the scuff step of the Bam 
Bam movement in final lesson of cycle one. She asserted, “It was very hard when the 
steps began to get faster. It was hard to incorporate the scuff into the rhythm.” The 
opening lesson of cycle three, the flap, also proved problematic for students when 
executed more quickly. Elizabeth remarked, “It is harder for beginners to travel and flap 
because that takes muscle memory, so faster tempos are difficult to grasp.” Moreover, the 
Step Heel Flap Hop in cycle three was identified as challenging when performed faster as 
well. Misty commented, “I found it slightly difficult to do the flap hop at the faster 
tempos.” Lastly, students singled out the flap scoot, the final lesson in cycle three, as 
difficult to execute quickly. Popka explained that the faster tempo created difficulty in 
executing the steps and rhythm cleanly. “When the music got faster, my steps got 
sloppy.”  
More confusion with the movement at a faster tempo. 
As with singing rhythmically complex choral passages, a faster tempo created 
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some difficulties. For instance, each fall when I have taught my freshman chorus the 
“Hallelujah Chorus” from Handel’s Messiah, I have found that as I have increased the 
performance tempo that the precision of the rhythm of the opening measures, as depicted 
in Figure 3.63, specifically the clarity of the eighth-rests has become blurred and that the 
students have a tendency to rush the sixteenth-note pairs.  Likewise, in the study, students 
described how the faster the tempo increased, the more confusing it became to execute 
the movement and to learn the rhythm. Difficulties first arose in second lesson of cycle 
three with the waltz clog. Lily mentioned, “When we went fast, I got all confused.” By 
the same token, Molly indicated, “Upping the tempo gets confusing for many of us.” It 
was not again until the first half of cycle five that similar concerns reemerged. Related to 
the 3 Tap Riff Turn, Jessica noted, “The faster tempo confused me.” In the same way, 
Stacy described the challenge she encountered increasing the performing tempo to the 5 
Tap Riff with which she was already unclear. “The step was very confusing and to 
increase tempo made it more difficult.” Moreover, Blair identified the Cramproll Time 
Step as another movement that was confusing the faster it was performed. “Going very 
fast with this tapping pattern confused me.”  
Tempo too fast to execute step and learn the rhythm. 
In addition to the movement becoming increasingly challenging as the tempo 
increased, students also reported that instances arose, beginning in cycle two, when the 
moderate and fast tempi at which they were asked to tap the movement frequently 
became too difficult or impossible to execute. Movements, such as the Stomp Buck Time 
Step and the 3 Tap Riff Turn, were identified as particularly problematic. Florence 
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described the struggle she encountered attempting to accurately learn the Stomp Buck 
Time Step in the following manner. “The speed was way too fast for me and I had 
difficulty memorizing and correctly performing it.” Likewise, Ashley explained the 
frustration she faced when seeking to learn the 3 Tap Riff Turn, which resulted in her 
inability to master both the movement and rhythm due to the quick tempo. “The 
movement technique was hard to do because I didn’t get the time to do the steps slowly. 
Because I didn’t get the steps, I couldn’t learn the rhythm pattern.” Experiencing a 
parallel struggle learning the Cramproll Time Step, Piper indicated that when using faster 
tempi, she would prefer to exclusively count the rhythm. “When it got too fast, I also 
couldn’t follow. I’d rather just count the rhythms with my mouth.”  In addition, Lily 
experienced similar challenges with the Buffalo; however, she was aware that she still 
able to perceive the rhythm, in spite of the fact that she couldn’t execute the movement 
rapidly. She indicated, “Most of the music was too fast for me to tap, but I could still find 
the rhythm in the songs.” Therefore, by identifying the rhythm and hearing it within the 
context of a piece of music, Lily was still able to successfully learn the rhythm pattern. 
While executing the movement at a faster tempo proved challenging to some students, 
there is an indication that the rhythm can still be comprehended by hearing it even though 
an individual may not be personally able to physically perform it. The next section 
continues the discussion of the students’ perceptions of the difficulty of the movement in 
connection with changing feet while performing the tap combinations. 
Changing feet complicated learning the movement.  
A third aspect that the students perceived to influence the difficulty of the tap 
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movement was when a change of feet was involved.  Students responded with both 
positive and negative perspectives, addressing the benefits and challenges of switching 
feet when learning the various tap combinations. A select number of students recounted 
the intricacies of the step and foot order and how difficult it was for them to keep the 
proper sequence. Describing the Tucker, Mark stated, “The switching of the feet was a 
little difficult. The combination of moves confuses me and I mix them up.” By the same 
token, Stephanie Anne shared a similar experience learning the Change Over Cramproll. 
“It was confusing when we were switching feet.” Furthermore, Oprah mentioned a 
related occurrence while learning the waltz clog. She pointed out, “I thinking alternating 
feet threw me off. I couldn’t really keep track of what I was doing.”   
While some of the students’ reported problems confusing the proper foot with 
which to execute the steps in various tap combinations, a larger number of the 
participants indicated that they experienced difficulties when changing feet during the 
movement, requiring a shift of body weight and impacting their balance. Subsequently, 
this influenced their perception of the movement toward being more challenging to 
execute. For instance, Cassie shared, when learning the Over the Top, “It was too 
difficult to do with the whole switching thing and it was hard to balance.” Liana and 
Stephanie Anne both agreed that a slower tempo complicated the matter of balance and 
changing feet with regard to the flap step. Liana stated, “Doing the movement at the 
slower tempo is a little more difficult because we have to switch away and stay balanced 
for a longer period. I wish we did something a bit faster. The slower we did it, the harder 
it was to keep our balance.” Stephanie Anne corroborated this opinion and mentioned, 
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“Surprisingly, it is at a slower pace that it is harder to keep your balance.” This can be 
likened to the eight-part choral settings of the “Crucifixus” text by both J. S. Bach and 
Antonio Lotti. The long, sustained lines, featuring constant progressions of prolonged 
suspensions and resolutions, are vocally demanding from the onset and when performed 
at a slower tempo, the passages become even more challenging to negotiate.  
In contrast, there were students who expressed the view that changing feet was 
helpful in maintaining their balance and toward their learning of the movement. Enna 
stated, “I like changing feet cause it helps balance me more and helps me move more 
easily. If I try to do everything on one foot, I start tipping and then I just fall.” In 
addition, Aria mentioned that she enjoyed it “when they alternated feet because when it 
was on one foot, I was always unbalanced.” Moreover, Liana added, “I think the rhythm 
comes easier if you switch feet because it keeps the bounce back and forth. The faster we 
got, the easier the steps were for me because we didn’t have to balance as long.” 
Comparatively, in my high school choral rehearsals, I have observed students singing a 
piece, such as Ward Swingle’s arrangement of “The Flight of the Bumblebee,” are able to 
perform the sixteenth note rhythmic passages with a greater vitality and evenness when 
the tempo is increased.   
The intricacy of the movement, the tempo and the changing of feet while learning 
the movement were each recognized by the students to influence their perception of the 
difficulty of the rhythm. One final factor the students identified to have an impact on their 
perception of the difficulty of the rhythm was their familiarity with tap dance movement. 
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The subsequent section addresses the influence that the students perceived tap experience 
to have on their perception of the difficulty of the movement.  
Influence of Students’ Tap Experience. 
Familiarity with Tap Dance Movement. 
The final aspect which students indicated having an influence on the difficulty of 
the movement was the amount of tap dance experience an individual possesses.  Students 
with tap dance experience discussed how their familiarity with tap movement enabled 
them to learn the rhythm patterns more quickly. Brooke shared how her knowledge of tap 
made it easier to learn the rhythm patterns since she lacked a clear understanding of how 
to formally count the beats.  
I think it’s definitely easier since I was never really instructed…knew how to do 
the patterns (rhythms), but then since I’ve tapped in the past it also was easier to 
pick up the rhythm patterns and everything. I think because I knew the tap steps 
also, it was easier to figure out the rhythm, so it wasn’t really looking at it. It was 
more of the actual tapping and the music also helped, but just looking at it wasn’t 
the strongest. I think it depends on the person also and how quickly it takes a 
person to pick something up or remember something, but I think, knowing how to 
tap, I think it definitely helped because I’m used to the whole when there’s a 
pause or something or when there’s ‘and a.’ It flows better in my mind when I’m 
actually tapping, but then there’s other people who just can just pick it up and just 
know it better I think.  
Natalie, who was also a tap dancer, appreciated applying her dance training in her 
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musical education by employing the movement to swiftly learn the patterns. She 
expressed her pleasure, stating, “It made it more fun for those who are advanced tappers. 
I enjoyed being allowed to use my tapping skills and not being forced to go slow.”  
 On the contrary, there were those students who had tap dance experience that felt 
that this would be better utilized with younger students who are beginning their rhythmic 
studies. For instance, Juliet, a high school senior, expressed, “I have had seven years of 
tap classes and I think this would be better for your underclassmen, who are just learning 
this type of lesson in rhythms.” Furthermore, students with dance training also shared that 
when they already knew the tap movement they focused more on performing the step 
versus learning the rhythm and became quickly bored with the lesson. Lizzie, for 
example, explained, “As a tapper I am not thinking about the rhythm, rather the step. 
Knowing the steps makes these lessons boring.” Correspondingly, Effy remarked, “It is 
hard to teach it to somebody who already knows the dance steps because they get easily 
bored.” This also holds true for singers who already have studied and learned to read 
these rhythms.  Experienced singers shared that they find little interest in the lessons 
when they have already mastered the intended goal and believe more challenging 
instruction is necessary. For instance, Kate shared, “For people who already know the 
rhythms and know all the tap steps, it’s boring at times.” In addition, Brooke added, “I 
kind of feel like it’s wasting time. I understand all of this. I don’t like this. The steps are 
not hard enough to understand the rhythms.”  
 Another significant point raised the students with tap experience pertains to the 
manner in which the tap dance combination is counted.  Customarily, in dance studios, 
		
222 
instructors count step combinations in groups of eight beats, whereas, in traditional music 
classrooms, music educators teach measures in common time in four beat groupings. 
Peyton a student who had significant dance instruction, shared how her dance experience 
created a challenge when learning the movement outside the dance studio. She realized 
that counting two measures of music in a common time meter in a music classroom is 
done in two groups of four beats while in her dance studio, the same two measures of 
music would be regarded as a full count of eight beats. A dance accompanist at the 
Julliard School, Saleh (2016) offered the following explanation for the difference in 
numeric counting between dancers and musicians. He put forward, “Dancers use 8, 
possibly also to facilitate learning longer phrases of material in one ‘chunk’” while 
“Musicians use 4, possibly to allow for ‘chunking’ while keeping it easier for the eye to 
take in while reading music” (p. 1). Thus, the use of “5,6,7,8” as an introductory count 
off for a choral work composed in common time would not be advantageous if the 
purpose is to help frame the meter for the singers. A count off of “1,2,3,4” would more 
appropriately outline the meter and help to establish the tempo. Peyton acknowledged, 
from her personal challenges counting during the study, that this is a potential obstacle 
for dancers when asked to shift their counting from sets of eight beats to sets of four 
beats. She explained her experience in the following manner: 
As a dancer, my weakness is not counting in 4’s, but counting in 8’s cause it’s 
 bridging the gap between dance counting and music counting and that’s why 
 musicians hate dancers, so I’ve been told by my teacher at tap camp.  When I’m 
 tapping, I count 8’s and when I sing, I count in 4’s and when I do both at the same 
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 time like apply rhythm patterns, I count in 8’s and you’re on count three and I’m 
 on count six. I’m just like, ‘Ahh, whoops!’  As a dancer, I think that’s the 
 only…um…difficult part about it. I mean if a dancer were to just count like that in 
 her head, it’s still technically the same counts. They just can’t talk to each other.  
Therefore, even though students may be perceived to have an advantage having 
tap dance experience, they may, in reality, be at a disadvantage implementing such an 
instructional approach. What I would recommend as a potential solution is to explain to 
the singers and dancers this concept that Saleh suggested with regard to counting the 
rhythmic and movement material based on its length.  I would propose that when the 
rhythm and movement is four beats or less that students be taught implementing a count 
off of “1,2,3,4.” Whereas, when the rhythm and movement is closer to eight beats in 
length that a count off of “5,6,7,8” be incorporated to more applicably frame the meter of 
eight counts. Therefore, students not only better understand the meter in which they are 
working, but also learn to appreciate why both counting systems are used in different 
settings.  
Lack of dance experience. 
 In contrast, for students who did not possess any prior dance experience, there 
were students who expressed that without any movement training, this method of 
learning was not beneficial.  The students mentioned that they perceived the movement to 
be more difficult to learn and they would require more time than would necessarily be 
allocated to each lesson in order to successfully master the movement.  Peyton stated, “I 
think for people who lack dancing ability it might make it more difficult to learn rhythm 
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patterns.”  Rosie concurred, remarking, “Yeah, I think that dancers would find it a lot 
more helpful, but since I’m not a very good dancer it doesn’t help me at all. It just 
confuses me. I don’t think it helps.”  In addition, Juliet, a trained tap dancer, shared her 
concern how those without experience don’t have sufficient time to learn less 
complicated tap combinations and when the movement becomes more complex, they are 
unable to execute the steps and confuse other students. She commented:  
 There’s some people that don’t know how to dance at all like they don’t know 
 how to flap or how to do that and we don’t have enough time to go over the steps, 
 so then it’s like when we go into like different ones that have multiple steps. They 
 can’t follow, so they drop the rhythm and the step at the same time.  
On the contrary, a few students who had no dance training, also stated that they 
experienced frustration due to the fact that some of the tap students in the class would 
want to perform the rhythms at a fast tempo to demonstrate their advanced skills, causing 
it to appear as if they were showing off, which also disturbed the inexperienced dancers 
who were struggling to learn the movement at a slower tempo.  Consequently, the novice 
dancers voiced their concerns with the following responses during individual interviews. 
Enna stated:  
Weaknesses? Well, I guess if you’re paired up with people from advanced classes 
 who are tappers or have been tapping for all of their life or something like 
 sometimes they try to show off or go too fast and it kind of distracts people who 
 are beginners.  
Bonnie also added, “Advanced tappers, like people who dance, start doing really 
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fast taps and other people who aren’t as good want to do it fast and get steps mixed up.”  
Therefore, students, both with and without tap experience, indicated that having training 
or a lack thereof created potential issues for students grouped together in the same class.  
This may indicate that students in the future be instructed based on their tap experience. 
Based on my personal observations and reflecting upon the students’ suggestions during 
this study, I would recommend the following options to aid in resolving this dilemma.  
First, I believe the lessons in the beginning cycle could be easily integrated with sixth 
grade students as they are beginning level tap movements and rhythms.  The lessons in 
cycle two could be potentially introduced to students as early as grades seven and eight 
while retaining the lessons in cycles three through five for the high school level students.  
Nonetheless, I still consider the students’ responses, acknowledging their appreciation for 
learning the fundamental single step movements invaluable when applying them in 
learning the latter tap combinations more swiftly, and believe that dividing the students 
into two learning groups based on their tap experience might also prove beneficial if the 
lessons were all begun starting at the high school level. I would advocate forming a group 
comprised of students with no to minimal tap experience (one year or less), as well as a 
group with advanced tap experience (2 or more years). By creating these two learning 
scenarios, students in the less experienced group will avoid any sense of intimidation by 
students with more experience and can evade the pressure of rushing to learn the tap 
movement quickly because more skilled dancers are bored and want to move ahead with 
the lesson. This also allows the less experienced students an opportunity for more time to 
repeat the step combination until it is collectively mastered and the class is prepared to 
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move onto the next phase of the lesson. In addition, this provides the advanced tap 
dancers the opportunity to execute the steps at a faster tempo and to cover more rhythmic 
material to ensure the coursework is rigorous enough to match their skill set, keeping 
them challenging and actively learning.    
Potential to achieve mastery without dance experience. 
 Students also shared despite the fact they didn’t possess any prior movement 
experience that this approach provided them with an opportunity from which they could 
become skilled and learn how to master the movement in order to help their rhythmic 
understanding.  For example, Maria commented:  
For an unexperienced tapper like myself, it takes me a little longer to get used to 
it…um, but other than that I don’t see any weaknesses in it especially when 
you’re giving us so many examples to work with.  There’s a tempo that everyone 
can go at whether you like it fast or you like it slow.  Every step can be done 
either fast or slow.  
Caroline also observed how students without prior dance experience were able to 
accurately demonstrate the tap combinations for the class and confirm their 
understanding of the movement. She stated how saw dance experience to be 
inconsequential to how successful students could potentially be implementing this 
instructional approach. 
I think that people, even if they don’t have experience tapping, could get it. Like 
what I said before about how if you think you’ve got it then you can come up and 
show the class. Recently, people who aren’t…you know, the big dancers have 
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been coming up to do it and some of them I believe haven’t had any kind of 
training in tap, so I think it could work for people who have and people who 
haven’t.  
 The participants identified four main influences affecting their perception whether 
or not the movement was difficult: the level of difficulty learning the movement, the 
tempo at which the movement was executed, the influence of changing feet during the 
movement and the effect of tap experience.  Overall, students advocated for movements 
that were challenging, yet not unattainable for participants inexperienced with movement, 
a slower tempo in which to learn the movement and varying tempo opportunities to 
perform the movement once learning was achieved. Furthermore, students expressed that 
those with tap experience may have a slight advantage learning the rhythms more 
quickly; however, the movement activity should not be reserved only for those with 
experience as students without movement training may also benefit from this approach.  
Research Question 2 
 The second research question examined the students’ perceptions regarding the 
effectiveness of tap dance movement as a method toward promoting their rhythmic 
accuracy when performing rhythms featured in choral music.  The students mentioned 
several attributes related to the tap dance movement, which they believe may add or 
detract from the effectiveness of using this particular form of movement in promoting 
rhythmic intelligence: 1) the enjoyment of the movement, 2) movements which were or 
were not specifically beneficial toward learning the rhythm, 3) demonstrations of the 
movement, 4) the integration of music with the movement, 5) the use of steps name in 
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conjunction with the movement, 6) the use of counting in combination with the 
movement, and 7) the utilization of tap shoes to perform the movement. 
Enjoyment of the Movement. 
Enjoyable Movements. 
 The students identified the most enjoyable lessons as those contained in cycles 
one and five. With regard to cycle one, students appreciated the lessons due to the fact 
that the movement was simple to master and a novel and pleasurable alternative to 
reciting rhythm patterns.  For example, Lucy explained, “The tap was easy and fun to 
learn rather than sitting in a chair and just looking at the rhythm. The different dance 
steps were fun and easy.” Additionally, Bon shared:  
I liked the moves a lot. They were very simple. I like having the names of the 
 steps while were doing it. I liked that when you were tapping you could say the 
 name of the step to the beat. I can definitely see it helping people. When 
 combining the rhythm to the tapping is a great way for people to learn. I think this 
 is absolutely wonderful. 
By the same token, students made similar remarks regarding cycle five. Claurice 
proclaimed, “It was really easy and fun for everyone!” Likewise, Natalie enjoyed her 
experience during cycle five to the extent that she requested “more cool stuff like that” 
when learning future rhythmic lessons. While students shared pleasant experiences 
throughout the opening and ending cycles, they identified only two additional lessons that 
they found enjoyable. Students explained that the final lesson of cycle two, the jumper, 
stood out due to the fact that it was simple to understand, it was fast-paced, and that the 
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entire class was able to achieve success with the step simultaneously.  Rosie shared, 
“Today was so fun! I though it was very cool when we were all able to do the step at the 
same time. I think everything was perfect this lesson. It really helped me this time to do 
the step and be able to sing the notes.” Bonnie added, “Today’s rhythm was a fun lesson. 
It was easy to learn and fast.”  In cycle three, the students identified the flap scoot as the 
most enjoyable lesson for parallel reasons. Piper declared, “It was a fun lesson. The step 
was very easy and simple. The step helps you learn the rhythm.” Likewise, Lizzie stated, 
“Today was a fun lesson. I learned the rhythm of the tap. I think everyone also got the 
step.”  However, the lesson that students remarked most favorably on was the final lesson 
of cycle one, the Bam Bam.  Students found this lesson gratifying due to the fact that it 
included a combination of different steps with which the students collectively were able 
to achieve proficiency.  Students appreciated that the tap dance movement, as well as the 
rhythms were becoming increasingly more challenging. Finally, the students mentioned 
that they enjoyed the fact that they could begin to recognize and relate the rhythm in the 
lesson to pieces in their personal repertoire. Marie commented:  
This lesson was the most interesting so far. I can find this within two songs I 
 already know. The steps are progressing in difficulty, which is very good. It is 
 good that the rhythm patterns are becoming more complex just as the steps are. It 
 was nice to see the entire group could do the step altogether. 
Moreover, Ann commented: 
Today’s lesson was fantastic. The steps were easy and so was the rhythm. It was a 
 great feel with us and I noticed that all of us were capable of doing the steps. The 
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 steps were fun and easy to understand. Even though I knew the rhythm already, 
 the step helped me get a better understanding. The syllables were helpful as well. 
 Due to them, the steps made it more understandable. Can’t wait for the next 
 lesson. Hopefully, it will be similar to today’s lesson. 
In addition, Lucy stated, “I think this was the most fun rhythm we have done so 
far. I think the fact that we can relate the rhythm to “We Will Rock You” is extremely 
helpful in understanding the rhythm.” Making a similar association with the choral 
literature studied in class, Demi suggested: 
I think it would be really interesting if like you had us like look in our music to 
find the pattern in our music, so I think it’d be helpful if paired with words or a 
lyric to that specific pattern cause then like you can hear it more with words rather 
than just hearing it with music.  
Likewise, Molly proposed, “I think it would be cool if we picked out difficult 
parts of songs we are singing and tapped them.” Moreover, Bryanna put forward, “Have 
us open and find the rhythm in the music.” Thus, the students recognized that forming 
associations with music with which they are familiar both listening and performing 
assists them in making stronger and more lasting connections when learning the rhythms.  
Dissatisfying Movements. 
 On the contrary, the students also identified specific tap dance movements that 
they did not find as simple or satisfying to learn. Pertaining to the first three lessons in 
cycle one, the students expressed that the movement was too simplistic and repetitive to 
be enjoyable. For instance, Brooke mentioned, “The shuffle, dig, toe tap, spank, 
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brush…just the ones that were by themselves I guess. They were from cycle one 
more…um…just because it was more repetitive. It was just the same thing. It was easier, 
I guess you could say.”  As the complexity and intricateness of the movement increased 
from cycles two through five, the students found the steps less enjoyable due to the 
greater frequency and manner in which the feet switched during the tap combinations, as 
well as their inability to remember the numerous steps in the extended tap combinations.  
For example, Bon shared that she didn’t enjoy the paradiddle, expressing that she didn’t 
feel she possessed adequate dexterity to execute the moves properly.  She asserted:  
I feel like I just wasn’t able to do that one cause I could do parts of it or do it like 
 it was painstakingly slow, but I just did not have the coordination to really get it 
 and flow with it. I thought it was easier to just do a bunch of cramprolls to replace 
 the paradiddle, paradiddle, paradiddle, paradiddle. 
The Over the Top generated the most abundant amount of responses for being the 
students’ least enjoyable lesson.  The students continued to have an aversion to the 
switching of feet and found the jump over the leg at the conclusion of the combination to 
be too intimidating for many in the class to attempt.  Students expressed concerns that it 
was difficult to balance and were anxious that they would fall during the combination. 
For instance, Cassie insisted, “It was too difficult to do with the whole switching thing 
and it was hard to balance and stuff.” Giuenivere added, “I think it was just too difficult 
and you were focusing on that too much, so you couldn’t start to relate it to the rhythm. 
You just wanted to get the step right.” The responses from the students were rather 
equally balanced regarding the number of lessons in which they found to be enjoyable to 
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not across the span of the study.  Another point the students raised pertained to the what 
features of the movement were advantageous in helping with their rhythmic 
understanding.  The subsequent section addresses the specifics how the students 
perceived the movement assisted them in their understanding of particular rhythm 
patterns. 
Impact of Movement on Learning Choral Music. 
Advantages of the Movement. 
 In addition to sharing how their enjoyment of executing the tap dance movement 
promoted their engagement in performing rhythms in choral music, the students also 
acknowledged how the physical movement benefitted and inhibited their rhythmic 
understanding. Among the advantages when implementing the movement, the students 
recognized that the physical action assisted them in focusing on learning the rhythm 
pattern. Liana commented:  
I think the first week was just to help us be accustomed to these steps and learn 
 them.  As we progress, I feel like it’s getting a little harder though with the tap 
 dancing, but…um…it does help you concentrate on the the pattern more and 
 apply yourself. It helps me focus on the rhythm pattern. 
Along the same line, Florence also agreed that even though she wasn’t completely 
successful using the instructional technique, she did make rhythmic advances using the 
movement, stating: 
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I would say it helped. I don’t think it helped me 100%, but I feel like I wouldn’t 
 have learned it as well without it because I feel like I wouldn’t have paid attention 
 as much because you kind of have to, so I think it helped.  
Audible sound of the taps. 
Students also mentioned that by implementing the movement with tap shoes, it 
made hearing the rhythm clearer and easier to identify. For example, the opening passage 
in Glick’s “The Hour Has Come” (Figure 5.1) was easier because the students had a 
better perception of the syncopated eighth and quarter note combination on the first two 
beats of the second measure using the ball change movement. Jessica remarked, “It was 
helpful to hear the sounds of the taps and be able to count it with the notes. I think this 
was very helpful.”  
Ashley added, “The movement technique was helpful. Hearing the rhythms made 
them easier for me to learn.” Consequently, relating this rhythm combination of three 
eighth note triplets followed by a quarter to the passage from Thompson’s “A Girl’s 
Garden (Figure 5.2), the flap heel assists the students in perceiving how the downbeat 
quarter note at the end of the triplet pattern is often inadvertently shortened and requires 
more attention and breath to fully sustained until beat two. Reflecting on the entire study, 
Enna summarized, “This whole process helped me greatly in sounding the rhythm 
patterns because it was easy to learn the steps and helped me learn the notes.”  
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Figure 5.1. Glick's "The Hour Has Come." 
Maintains steady beat. 
Another advantage that the students raised was the fact that the movement assisted them 
in maintaining a steadier beat when executing the rhythms physically.  Demi confirmed 
this perspective, mentioning, “These movements help me stay on time instead of 
speeding up.” Correspondingly, Lily shared, “The movement was helpful in counting the 
music. It put a steady rhythm in my mind for counting the music.” Accordingly, the 
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application of the riffle helped make singing the repeated rhythmic figure, comprised of 
two sixteenth notes followed by an eighth note, on the word “sound” in Purcell’s “Sound 
the Trumpet” (Figure 5.3) less hurried and more controlled. In addition, this held true 
when the rhythms were executed at faster tempi.  Liana observed, “The faster we went, 
the easier it was to keep the beat personally.”  
 
 
Figure 5.2. Thompson's "A Girl's Garden" from Frostiana. 
 
Figure 5.3. Purcell's "Sound the Trumpet" from Come, Ye Sons of Art. 
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Internalizes the rhythm. 
Furthermore, the ability to internalize the rhythm prior to seeing it displayed on the board 
was identified as another benefit by using the tap dance movement. Christina expressed, 
“It was very helpful. It helps to hear the rhythm and internalizing it prior to seeing it 
notated on the music staff.” By the same token, Florence acknowledged, “The movement 
technique really helped me out. Moving around helped make learning the rhythm easier. I 
really like hearing the rhythm and internalizing it prior to seeing it notated on the music 
staff.” 
Aided in memorization of the rhythm. 
As well as aiding in internalizing the rhythm, the students recognized the 
movement additionally facilitated their memorization of the rhythm patterns. Peyton 
remarked, “I think it’s a good way to apply movement to something you see visually, 
maybe easier to remember.  A mnemonic device, I suppose, to remember how to count 
the rhythm pattern.” Florence concurred, stating, “It helps me with memorization skills.” 
Good review and solidified rhythmic understanding. 
For students who had prior experience with the rhythm patterns, they commented 
that while they did not learn the rhythms by using this approach, they found that the 
experienced provided a good review and solidified their understanding of rhythms 
presented. Liana stated, “I already knew the pattern that was presented today, but this 
technique helped emphasize it. However, I did feel that the steps helped solidify the 
learning of the pattern.” Rachel agreed, “Even though I was already familiar with the 
pattern, it was a good review. I can see how this lesson would help people who are not 
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familiar with the rhythm pattern.” Moreover, Misty added:  
I don’t know if it’s affected my ability to learn new rhythm patterns. I feel like it’s 
 more reassured what I already know because like when we were filling out that 
 sheet yesterday like I was able to fill everything out, but then counting it out loud 
 was a bit easier when I put the tap step to it, but without it I could still do it. It was 
 just a little bit easier with it. 
Improved rhythmic understanding related to choral literature. 
 For students who were learning these rhythms for the first time, they expressed 
that the tap dance movement enabled them to successfully understand the presented 
rhythms related to choral literature. Emily revealed that even though she came into the 
experience a novice, she felt the movement facilitated her learning.  
I felt like it helped me a lot because I came into this new experience with knowing 
 nothing of any patterns or rhythms, and, except for like middle school little taps 
 and stuff, but I think it helps me a lot like to really get moving and like understand 
 really the movements with the steps. Seeing the pattern kinda helps, but more like 
 doing the rhythms helped a lot. Like really tapping out the steps helps me to really 
 understand what the rhythms are. Advantages would be you get to learn more 
 towards rhythm patterns and new techniques that you never knew before with 
 tapping. 
Sharing a mutual experience during the study, Brooke also disclosed that the 
movement benefitted her ability to execute rhythms frequently featured in choral 
literature. “I can definitely see it better and figure it out. Some counts better than others, 
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but for the most part it’s easier just to look at it now than it was in the beginning. It’s 
easier to figure out.”  Bryanna also divulged that prior to this experience, she was 
completely unable to read or sing rhythms notated in a choral score; however, after 
implementing the movement in order to learn the rhythm patterns, she conceded that the 
movement helped her read printed notation in a choral score. She explained, “At the 
beginning, to be honest, I could not do it at all and now I probably won’t get a 100% if I 
was given a test, but I would definitely do a lot better than a zero.” In an effort to explain 
how the movement enabled the students to solve what had rhythmically puzzled them 
prior, Claurice noted, “I guess like the physical aspect like using your mind and your 
body to figure it out makes it easier.” Payton confirmed, “Tapping the steps is key in the 
success of me learning the rhythm.”   
Faster tempi assisted the execution of the movement. 
 Journal and interview responses from the students also indicated that the faster the 
tempo at which the movement was performed increased the effectiveness of the 
instructional approach. Firstly, students indicated that concerns pertaining to balance 
decreased the faster the movement was performed. Janessa commented, “As you go 
faster, it does get harder, as expected. Surprisingly it is at a slower pace that it is harder to 
keep your balance.” Having the same opinion, Brooke shared, “The faster we got, the 
easier the steps were for me because we didn’t have to balance as long.” Furthermore, the 
faster the movement was executed, the less time students commented that they had to 
over analyze the rhythm. For instance, Liana pointed out, “I thought the faster rhythm 
was easier for me to perform for some reason because I over thought the rhythm too 
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much when I did the slower speed.” Moreover, Pocha expressed, “The rhythm was 
actually easier to grasp when it was at a faster pace.” Therefore, tempo was determined to 
be an influential component when integrating movement with rhythmic instruction. Not 
only did tempo appear to improve learning, but the more challenging rhythmic patterns 
were also recognized to improve the students’ ability to more accurately read the rhythms 
in a choral score. 
The greater the physical challenge, the greater the instructional return. 
 The level of difficulty of the movement was another aspect that the students 
observed to have a direct bearing on their understanding of rhythms featured in choral 
music.  Students reported that they found the initial cycles too easy, which didn’t provide 
any additional benefit toward understanding single note and rest values with which many 
of the students were already familiar. For example, Jessica discussed how she would have 
preferred a more complex movement than the shuffle in lesson two due to the fact she 
was knowledgeable regarding eighth notes pairings. She stated, “I think this activity 
would be more effective with harder patterns that I haven’t seen before.” Jay concurred, 
asserting, “The rhythms are too easy for the tapping to be of any use.” Stacy conveyed 
the fact that basic note values are traditionally taught in earlier grade levels and that more 
advanced rhythms, requiring more intricate movement, would be more age-appropriate 
and valuable. She declared, “As for high school students, we would need harder 
patterns.” James also added that the pace could have increased faster moving into the 
more sophisticated rhythms and movements sooner for high school age students. “I didn’t 
think it needed to take that long to like start off with those beginner steps caused I’ve 
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never tap danced and I was fine with it. Maybe in the middle school you’d need to go 
slow, but I think high schoolers are capable of learning the step very quickly.” The 
students maintained that the physical demands of the movement, occurring in the middle 
of the study during cycles two through four, appeared to provide the optimal challenge 
for learning.  Misty discussed how the beginning lessons didn’t provide enough of a 
challenge to further their rhythmic understanding, whereas the final lessons were 
perceived to be too complicated and, again, did not aid their comprehension of the 
rhythm patterns. She explained: 
 The first two cycles were really easy or the first two or three cycles were easy for 
 everybody, but once you got past that pieces of it got harder, especially with cycle 
 five and I could tell that people were completely lost, so maybe if you found 
 something more in the middle and made that…did those kind of steps more that 
 when you eased into cycle five it wasn’t as crazy for people cause I was only here 
 for one day of cycle five, but I found that that one step really helped.  
  Students mentioned that tap dance combinations that utilized multiple steps were 
among those they believed to be most suitable. Once more, the students highlighted the 
Bam Bam lesson at the end of cycle one as one of their favorite tap dance combinations, 
which provided a fitting physical challenge. For instance, Pocha described when learning 
the Bam Bam that “doing the steps to all together was more challenging, but more 
appropriate for our level and was fun. Learning the three steps separately was a great 
method before approaching the whole thing.” Moreover, as the students encountered 
movements that challenged them, they found the lessons to more engaging and better 
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held their interest.  Kendall stressed, “I recommend you continue with harder patterns. It 
makes it more fun and makes you more interested in learning the rhythm.” Mark also 
noted, “It was hard and fun. It makes us work to learn the rhythm.” In addition, students 
remarked that the more challenging the movement, the better their retention of the rhythm 
pattern.  Jay verified this perception, stating, “Since the rhythm was more complicated 
and the step was more difficult, I found the experience more memorable.”  
Benefit to learning rests. 
While the students, in general, desired more challenging rhythms to aid them in 
their rhythmic understanding, they did acknowledge the fact that the initial lesson did 
provide them with new insight when perceiving rest values. For instance, the students had 
a clearer perspective how to interpret the eighth rests between the lyrics “her not nice 
load” at the end of the first verse of Thompson’s “A Girl’s Garden” (Figure 5.4). It was  
 
Figure 5.4. Thompson's "A Girl's Garden." 
easier for the students to relate the lifting of their foot with the placement of the final 
consonant of each word to indicate the eighth rests. In the opening lesson, the students 
were instructed to lift their foot off the floor on the eighth rests in between each of the 
eighth notes, regardless which specific foot movement (step, stomp, brush, spank, scuff 
or toe tap) was used. At the same time, I also instructed the students to inhale during each 
rest.  After using this combination of disconnecting their foot from the floor and 
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breathing on the rests, the students reported that they had a clearer understanding of the 
value of the rest. For instance, Peyton shared, “Noting that a rest was when the foot was 
off the ground was a good way to identify the rests.” By the same token, Laurentia 
mentioned, “It did help, I think, to associate a note with a physical connection to the floor 
and to have a rest be a disconnection.”  
Student observations of peer learning. 
 Besides identifying how the movements were able to personally improve their 
rhythmic understanding, students also recognized instances where the class collectively 
was successful in performing the tap combination and learning the rhythm. During cycle 
one, students reported group success using the shuffle, ball change, and the Bam Bam.  
Describing the second lesson using the shuffle to teach eighth note pairs, Kendall 
mentioned, “I think this was a very good idea because it is already teaching students with 
them, making them easy to learn.” Christina shared a similar group experience 
implementing the ball change, stating, “The step did help everyone learn the pattern. This 
was fun. I like how everyone sounded.”  Furthermore, Emily noticed when they used the 
Bam Bam how the the class improved their reading of the notation in Willcock’s 
arrangement of “Jingle Bells” (Figure 5.5), particularly those students without any prior 
dance experience, remarking: 
I feel like these tap steps are helping the people who don’t know the steps. I think 
 the way Mr. Wagoner taught the step helps because when you see the pattern, the 
 steps match it perfectly, so people already got it right when seeing it and heard it 
 counted.  
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The jumper, waltz clog and Over the Top lessons were also recognized by the 
students where the class en masse demonstrated success learning the choral rhythms. 
Using the jumper to learn the eighth and sixteenth note group ending with a quarter note 
illustrated in the “Sanctus” (Figure 5.6) of Mozart’s Coronation Mass, Jennifer remarked,  
 
Figure 5.5. Rhythm pattern of two eighth notes followed by a quarter note taught 
using the Bam Bam movement to illustrate the rhythm featured in Willcock's 
choral arrangement of "Jingle Bells." 
 “It seemed like everyone understood the step and rhythm.” Likewise, Jenna commented, 
“Everyone seemed to understand how to do it,” when using the waltz clog to learn the 
dotted eighth and sixteenth note combination in Vivaldi’s “Domine Fili Unigenite” 
(Figure 5.7). Lastly, Piper observed when the class learned the eighth note triplet rhythm 
in Thompson’s “The Last Words of David” (Figure 5.8), employing the Over the Top that 
“A lot of people did it well and got it.” By and large, students reported to benefit in 
numerous ways from integrating the movement into their rhythm studies; however, in 
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spite of the various ways that some students profited from this experience, there were 
those students who reported that the movement did not assist them in the learning the 
rhythm patterns. 
  
Figure 5.6. Eighth and sixteenth note group ending with a quarter note illustrated 
in the "Sanctus" of Mozart's Coronation Mass, taught using the jumper. 
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Figure 5.7. Dotted eighth and sixteenth note rhythm featured in the "Domine Fili 
Unigenite" from Vivaldi's Gloria, taught using the waltz clog. 
 
Figure 5.8. Eighth note triplet figure on beat four illustrated in Thompson's "The 
Last Words of David," taught using the Over the Top.  
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Disadvantages. 
 In contrast to the positive responses students gave implementing the movement, 
there were three specifics instances in which they pointed out how the movement did not 
support their learning of choral rhythms. Firstly, the students noted that when the 
intricacy of movement demanded their full concentration in order to execute the tap 
combination, they realized that they neglected learning the rhythm. The students stated 
they focused more time and energy studying the movement and less on trying to learn the 
rhythm pattern. Lucy admitted, “The dancing didn’t help me. I thought it was harder to 
concentrate. I felt like I was more focused on the footwork than the rhythm.” Similarly, 
Paige shared a similar experience learning the Bam Bam, revealing, “I still feel as if this 
rhythm tapping pattern did not help me. I can get the rhythm pattern on the board 
perfectly, but when I put a tapping pattern to it it just confuses me and I start focusing too 
much on the tapping pattern over focusing on both.”  
 Secondly, some students reported that another weakness of the movement 
approach was difficulty remembering the tap steps.  While students shared that they were 
able to execute the movement during the lesson, they found it challenging to remember 
the patterns shortly thereafter. Rosie found fault integrating the movement, commenting: 
I don’t think that it helps me with my singing or learning my notes at all because I 
 don’t really remember the steps later on or the next day. I don’t really remember 
 how they went and it’s really hard to do them. I’m not really a good dancer, so it’s 
 not very easy.   
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By the same token, Amanda criticized the Buffalo step for similar reasons. 
“Today was fun, but to honest I don’t think dancing is helping me at all with the step 
because after a couple hours I forget everything. I can’t remember the step.” Jessica also 
concurred, remarking, “I don’t think the patterns are helping me learn rhythms at all. I 
feel like they help at first, but then I forget the rhythm in this short amount of time. 
Tapping didn’t help me much.” Therefore, it is important to note that for some 
individuals this type of movement does not make a distinguishable enough imprint on the 
students’ minds to make it valuable in learning choral rhythms.  
 Just as the complexity of the movement distracted students from learning the 
rhythm patterns, students indicated that if the movement was too complicated and they 
were unable to perform the tap combination then they were unable to learn the rhythm. 
For example, Jenna asserted, “If you can’t get the step right away…if you never really 
learn it, then you probably won’t get the rhythm.” In the same way, discussing her 
experience learning the 3 Tap Riff Turn, Lizzie shared, “The movement was not difficult, 
but I didn’t really get how the movement went. The movement didn’t help since I 
couldn’t do the steps.”  While students held differing opinions as to the effectiveness of 
personally implementing tap dance movement to promote their rhythmic understanding, 
they shared a common perspective that when viewing demonstrations of the movement, it 
helped them comprehend how the tap combination should be executed and the rhythm 
sounded. The next section addresses how the students perceived the demonstrations of 
the movement to promote their rhythmic literacy.   
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Value of viewing the movement demonstrated. 
 Not only were there positive responses to their rhythmic comprehension when the 
students directly integrated the movement with their rhythmic studies, but they also 
indicated that they found viewing the instructor and their peers executing the tap 
combinations to be equally as effective.  Students explained that the demonstrations 
provide them with approach where they could hear what the rhythm should sound like 
even if they were personally unable to replicate it, as well as see how the movement 
should be performed, including with what part of the shoe each step should be executed.  
For example, Lucy shared: 
 I like the way we visually learn it. We watch you do it and, you know, we kinda 
 hear the music first and you kinda see ‘How can I put this rhythm into this 
 music?’ and then hearing the music while you’re tapping to it helps you say, ‘Oh, 
 that’s how you do it. Now, I can do it.”  
By viewing and hearing the demonstration of the rhythm pattern with a pre-
recorded accompaniment, students have a musical context in which to place the rhythm 
and can better identify it. This observation suggests that by hearing a choral rhythm 
framed within a musical context, a student is provided with an additional point of 
reference that can help them hear how the rhythm functions within a musical phrase. By 
introducing the rhythm within an actual, musical setting, the student has a concept how 
the choral rhythm will eventually be applied in a musical framework at the conclusion of 
the lesson. Popka also explained how seeing the demonstrations provided a model that 
could be more easily imitated and learned and applied in a musical context. She 
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rationalized:  
Well, seeing it first you get to see what the step looks like and then if you hear it, 
you can hear the rhythm and the beat and then, maybe, it’s easier for tapping and 
then hearing the tapping with the music, you can hear the beat in the music along 
with your feet. 
This observation proposes that, after having seen and heard the rhythm 
demonstrated in a musical context, there is a benefit of performing the rhythm not only 
by tapping and counting it without accompaniment, but also executing with the 
accompaniment to set it in a musical perspective.  Emily emphasized that demonstrations 
by the instructor or one or two students ensured that class clearly heard how rhythm 
pattern as opposed to the rhythm that may be imprecisely executed by sixteen to fifty 
students simultaneously tapping. She stressed:  
I think the demonstrations by the other students is crucial just because when you 
have the entire class just tapping all on their own you don’t get to hear basically 
what the rhythm’s supposed to sound like, but when you have just two people in 
the front, who can tap it really well, then you have a basic understanding of what 
it’s supposed to sound like.  
Students also expressed that they believed watching the demonstrations opposed 
to hearing the counting explained or being asked to learn the rhythm by a rote method as 
a more effective means of learning the rhythm patterns.  For instance, Piper maintained, 
“First, you have to see how it’s supposed to be done before you can do it and then when 
you to it, you probably…I remember it easier when I actually did it than when someone’s 
		
250 
telling me about it.” Similarly, Christina mentioned:  
I think that when you and other people tapped it out and did it, that helped me a 
lot and then…cause I was able to refer to doing it myself other than doing it on 
the board. It was kind of difficult to read it and then do it.  Like when I saw Kate 
doing it, it was a lot easier. 
 In addition, watching their peers demonstrate the rhythm patterns, particularly 
those students who had no previous dance experience, inspired the non-dancers to try 
even harder to match their dexterity and master the rhythms. The students determined if 
their peers, who had no formal dance training, could accurately model the movement for 
the class then they too were capable of matching the same level of competency, 
encouraging them to aim higher and to try harder than they normally might have in the 
past. Lucy’s experience reflecting this sentiment mirrored similar responses from various 
other students. She explained: 
 I love when we get people to go up and watch because even like when I did 
 yesterday, it helped. To make…well, not to make forcefully, but to ask people, 
 ‘Hey, how about you try?’  You’re involving other students, who don’t always go 
 up there, which is important. Seeing my friends go up there and do it is kind of 
 more like, ‘Oh, they can do it. I can do it.’  If it’s like a teacher doing it, you’re 
 like, ‘Oh, they’ve done this like so many times…blah, blah, blah. They’ve kind of 
 done it, you know. They’re more experienced.’ But when a person who just kind 
 of learned it would go up there and it’s one of your friends and you know that 
 person, it makes it the easier for you to do it. 
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Finally, students remarked that the demonstrations helped them to reinforce, 
assimilate and retain the information modeled. Bon shared how the demonstrations aided 
in reinforcing the rhythm patterns in her mind. She mentioned, “I’m pretty sure it’s like 
watching other people do it and then looking at the rhythm pattern. It helped concrete it.” 
Along the same line, Aria stated, “I like that people are demonstrating. I actually retain 
the rhythm better when I listen to people demonstrating.” Furthermore, Serena 
commented, “Seeing the people doing the steps in the front helps you remember the 
steps.” Hence, students recognized in the event that if there were students who were 
unable to learn the rhythm patterns directly by personally executing the movement, there 
remained a viable alternative option of capitalizing on the demonstrations of the 
movement to achieve a similar result. Besides the movement and demonstrations, in 
several instances, being advantageous to learning the rhythm patterns, the inclusion of 
pre-recorded musical examples with which to practice performing the rhythms was also 
perceived to support and enhance the effect of movement approach. The next section 
addresses how the students recognized the integration of pre-recorded musical examples 
in conjunction with the execution of the tap movement to heighten their understanding of 
the choral rhythms and how they are performed in a musical context.  
Movement accompanied with music. 
Improves learning by observing rhythm in a familiar musical context. 
During the initial lessons of cycle one, the students included in their responses 
any suggestions that they believed would enrich the movement approach, making their 
learning trouble-free and more enjoyable. In each of the five lessons in cycle one, the 
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students recommended that we include familiar music that also featured the rhythm 
pattern we were examining to help put the rhythm into another musical context aside 
from the original choral context upon which the lesson was based and one with which we 
could practice tapping. While the majority of cycle one introduced fundamental repeated 
quarter and eighth note rhythms with single steps that would be used again in more 
complex rhythms in later lessons, it was not my intention to introduce pre-recorded 
musical examples to accompany the tap movement until the beginning of the second 
cycle. I reasoned that this would give the students sufficient time to learn the fundamental 
tap movements at a slow pace and it would also provide the students with a basis upon 
which to compare using the movement alone to improve their understanding of the choral 
rhythms with combining the tap movements with music to determine if they perceived 
any advantage of one approach over the other. During the second cycle and first half of 
cycle three, I introduced one or two pre-recorded exhibiting the rhythm in a slow or 
moderate tempo.  As the study progressed and the tap dance combinations became 
increasingly more difficult to perform at a moderate or fast tempo in the middle of cycle 
three through cycle five, I made an effort to add a third selection, in order to provide a 
slow, moderate and fast speed to accommodate those students who could not tap the 
rhythms quickly (See Appendix A). I found that this provided equal opportunities for the 
novice and experienced tap dancers to find a speed with which they could feel successful 
executing the rhythm and musically satisfied demonstrating their skill level. There were; 
however, instances in the later cycles where I found only one, appropriate musical 
example to clearly illustrate the rhythm pattern and, consequently in a few lessons, only 
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one recording was integrated with the movement.  Once the musical element was 
included into the lesson, the students responded that the musical examples made the 
lesson more enjoyable and engaging. For instance, Peyton expressed that by including 
music, it enables the students to see how the rhythm relates to current musical selections 
to which they commonly listen. She explained, “I think it’s more fun.  It’s better. It’s an 
audio way to hear the pattern, so it’s not just like made up.  It’s applying it to an actual 
song. Most of us enjoy the songs, so we get more enthused and excited.” Rachel agreed, 
mentioning, “The strengths would be executing the rhythm with an accompanying piece 
of music because I think it made it more interesting and fun and you could see how the 
rhythm is involved in like everyday music we listen to like on the radio.”  
They also indicated that having multiple examples, featuring a variety of tempi 
and styles, provided them with a diverse means of perceiving and experiencing the 
rhythms. Regarding the use of varying tempi, James shared, “The music definitely helped 
do the steps faster and everything because you started the music off slow and then got 
more songs that were faster and faster and doing that definitely helped me learn the 
rhythm.”  In the same way, Gale found performing the movement to three individual 
selections aided in her ability to internalize the movement, stating, “I like that there were 
three different songs. It helped me internalize the rhythms better.” Furthermore, Clinton 
commented by having three different musical pieces with which to practice the 
movement, it allowed each student to select the speed at which he or she felt most 
successful executing the combination in order to learn the rhythm. She explained, “I did 
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like doing the three separate tempos of the steps with the three separate songs.  It made it 
easier for each student to pick her/her tempo.”   
Moreover, the students shared that the musical examples, which clearly 
demonstrated the rhythm patterns and showcased them frequently during the selection 
were the most valuable to their comprehending the rhythm patterns. Student responses 
indicated that the movement was easier to execute when the rhythm pattern was clearly 
audible in the music, which consequently enhanced their ability to internalize the rhythm 
more easily. For example, Max pointed out, “In general, the steps fit with the music and 
basically during the music. The rhythm was very, very obvious and that made me 
internalize it, very, very deeply. Then, when I did it in the steps, I had no problem.”  
Likewise, Jim shared a parallel experience, declaring, “One strong advantage was the 
accompanying music, which fit perfectly with the rhythm. When the instructor divided 
the time for the music, I internalized the rhythm very quickly.” Upon perceiving the 
rhythm in this audible context, students then applied their understanding to performing 
the rhythm by tapping and speaking the rhythm while viewing it in its musically, notated 
form on the Smartboard. This enabled the students to gain a clearer understanding of how 
the rhythm is intended to be performed in their choral music. Janessa summarized, 
“Learning how to follow the notation and read it helped. Actually looking at the notation 
and explaining it in the beginning was very helpful. The songs matched really well with 
the steps, so it was easy to follow along.” Describing her experience specifically learning 
the rhythm excerpted from “Blues in the Night,” consisting of an eighth note triplet 
followed by a dotted eighth and sixteenth note group (Figure 5.10), and studied in the 
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final lesson, Ashley explained, “Executing the rhythm to an accompanying piece of 
music was good. Seeing the rhythm notated on the music staff was actually helpful. 
Using the combination of the techniques was helpful and easy to do.”  
In addition, the students recognized how frequently these common rhythm 
patterns musically appear and could begin to identify the examined patterns in the music 
on their personal playlists. Emily noted that students were able to associate the rhythm of 
two eighth notes and a quarter (Figure 5.9) examined in the fifth lesson of cycle one, the 
Bam Bam, with the opening rhythm that is stomped and clapped in the pop rock song by 
Queen, “We Will Rock You” (Figure 5.10).  She highlighted: 
Some people even recognize that this rhythm was utilized in the song, ‘We Will 
Rock You.’ The way the students were able to identify a song shows that they 
really comprehend the rhythm. Just as some people think of ‘Star Wars’ (main  
 
Figure 5.9. Cycle 1 Lesson 5: Two eighth notes followed by a quarter note, taught 
using the Bam Bam. 
 
Figure 5.10. Opening rhythm of "We Will Rock You," arranged by Mark Brymer. 
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theme) when they hear a perfect fifth interval, people can associate this with them 
with a familiar song. 
In each of the three choral ensembles and without any prompting, the students 
immediately made the connection between this rhythm and the beginning of “We Will 
Rock You.” This was likely recognized because this song is arranged for choral 
ensembles by Mark Brymer, which the high school Select Vocal Ensemble had 
performed the year prior to the study. While not citing a specific musical example, 
Savannah described, after studying these rhythm patterns, how she could now notice the 
prevalence of these rhythms in music with which she was familiar and had never before 
recognized. She pointed out, “I think it was pretty important cause it was interesting to 
see what songs did have the rhythm pattern like regular songs you hear on the radio that 
you didn’t really know about the rhythm pattern.” In a similar manner, Bryanna was able 
to relate rhythm patterns that were studied in class with songs, which she listened to on 
the radio.  
The music that was out there playing on the radio today and then I would hear it 
in class and I’d go back and hear it in my car and I would start counting rhythms 
to it to be honest. It definitely helped me because then I already know the song 
and then I realize, ‘This is what we’re tapping to’ and it’s the beat and I can count 
it out.  
Bryanna also believed that the music helped to demonstrate the prominence of 
these rhythms in students’ musical lives, clarifying the value of their study and making 
the lessons engaging. She affirmed, “I think it’s interesting and important to hear what 
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kind of music out there has patterns similar to what we were learning. I think that if we 
did it without music, it would have dragged on and been boring, but the music definitely 
added something to it.” Relating this experience with music she is currently studying for 
violin, Bryanna described how she made the connection of the rhythm, comprised of two 
sixteenth notes followed by two eighth notes (Figure 5.11), to her instrumental repertoire 
using the 5 Tap Riff in cycle five. “We are playing William Tell Overture in orchestra, so 
I was familiar with this rhythm.”  
 
Figure 5.11. 5 Tap Riff rhythm pattern notated. 
In this case, Bryanna was able to transfer her rhythmic understanding from the lesson and 
relate it to her current orchestral studies, demonstrating an application also to 
instrumental music.  
 
Use of Step Names as opposed to Counting. 
As the inclusion of music influenced the effectiveness of the movement approach, 
the students also discussed the impact of saying the names of the steps in opposition to 
counting the beats as they tapped in order to the rhythm patterns.  Students on both sides 
of the debate defended how the use of step names versus counting best benefitted 
rhythmic learning. Students who favored the use of step names while executing the 
movement argued the names of the steps assisted them in keeping the order of the steps in 
the combination clear in their minds. Rachel, for instance, felt that “saying the names of 
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the steps was easier.” She explained, “It helped me to learn the steps because it kind of 
like…when I was reading it off the board I knew what was coming next by reading the 
steps and, I don’t know, for some reason saying it out loud as I’m doing it helped me to 
learn the steps easier.” Ashley shared a similar perspective regarding the usage of the step 
names, remarking, “Using names is the easiest way to remember the order to do the 
steps.” Clara added, “Saying the names out loud help guide me. It made everything 
flow.” Consequently, knowing what movement came next made the steps, as well as the 
rhythms faster and easier to learn.  Serena confirmed that using the step names facilitated 
learning the movement faster, stating, “I like the names, which helped me learn the 
moves faster.” I observed that students, such as Serena who were eager to learn the 
rhythms and apply their knowledge toward reading the music in a choral context, desired 
to use the step names because it aided them in executing the movements and hearing the 
rhythm more quickly as opposed to the use of counting. Thenceforth, they could test their 
reading of the musical notation sooner having more swiftly heard and internalized the 
rhythm to determine if they had achieved mastery of the rhythmic pattern. At the same 
time, Paige verified that saying the step names simplified the lesson, mentioning, “Saying 
the name of the steps while doing that made it easier to learn.” For example, Kate 
mentioned, when she learning the 3 Tap Riff Turn, “saying the step ‘right, left, kick, dig, 
heel’ made it easier to do the step.”  
On the contrary, there were students who responded that the use of step names did 
not promote their learning of the movement or rhythm. One reason that students disputed 
using the step names was that it turned their attention toward learning the names of the 
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movements and away from being skilled at counting the rhythm. Elizabeth explained, “I 
think saying the name of the step doesn’t help much with the rhythm. This is because 
there were a bunch of different names for the steps and so my focus shifts from learning 
the rhythm to learning the name.” At the same time students reported that in their attempt 
to learn the step names that it confused what they previously understood regarding the 
rhythm. For example, Lily noted, “I feel like trying to think about the names of the steps 
confused me somewhat in what I already knew about counting the rhythms.” Likewise, 
Misty described an instance when learning the Buffalo movement where step names 
obscured her rhythmic understanding. She stated, “The words/names of the steps made it 
more confusing. I preferred saying one and two instead of hop, shuffle, hop.”  
Correspondingly, there were students who favored using a traditional counting 
method as opposed to using step names to learn the rhythms. Michelle, for instance, 
found it was easier to count the shuffle step in lieu of using the step names. She 
mentioned, “Counting one and two and three and four and was easier than shuffle, 
shuffle, shuffle, shuffle.” In the same way, Giuenevere preferred using the counting 
approach when learning the waltz clog, stating, “I love when we figured out the rhythm 
by counting not by the names of the steps nor left or right.”  She also added that the use 
of counting is more a logical approach due to the fact that the objective of the lessons is 
to enable students to learn the rhythms and to master counting them. Giuenevere 
commented, “By saying the counts it made the rhythm real because you wouldn’t see a 
rhythm name in a piece of music. You’d see the notes and then you could figure out how 
to count it. I think it just made it more realistic.”   
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While students championed their partiality toward either the use of step names or 
counting, what the students did agree on was that both helped to maintain the tempo and 
helped them memorize the rhythms. Stephanie Anne declared that “using the names of 
the steps helped me to keep pace.” Being of the same opinion, Janessa remarked, 
“Hearing the name helped because it helps with keeping beat.” Likewise, Shea indicated 
that by counting she was able to maintain an even pulse. She offered, “Counting helps me 
to get the step and have the right speed.” In addition, James explained that as the tempi 
increased and it became more problematic to keep a steady beat, the counting aided the 
students in preserving a constant tempo. He observed, “It helped a lot as the steps got 
faster because once the steps started to get faster, it was hard to keep tempo, so saying it 
helped.”  
Furthermore, the students were of one mind that either approach also promoted 
their ability to memorize the movements and, subsequently, the rhythms. Preferring the 
use of step names, Abby mentioned, “I liked the names of them. Using the names helped 
me remember them and doing them multiple times really helped.” Concurring with the 
opinion that the step names aided in memorization, Laurentia noted, “Using the step 
names seems to help more than counting to cement the rhythm in my head.” In contrast, a 
collection of students identified the counting to increase their retention of the movement 
and rhythms. For example, Marie stated, “I really feel that the counting stuck in my head 
the best so far.” Bonnie agreed and claimed, “Saying the counts aloud while doing the 
taps helps memorize the counts.” While students shared a preference for the use of step 
names versus counting when seeking to learn the rhythm patterns, it is apparent, like 
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many instructional strategies, what may benefit one student may not provide the same 
assistance for the next. Hence, each approach offers the students an option to select an 
approach that works best for their learning style. The next section speaks to the 
advantages the students identified using tap shoes, which improved their learning ability 
to learn the rhythm patterns. 
Use of Tap Shoes. 
The final aspect that the students perceived to be influential with regard to the 
effectiveness of the movement toward their rhythmic understanding was the use of 
wearing the tap shoes during the lesson. Firstly, the students found the novelty of wearing 
the tap shoes to be an engaging factor in the lesson.  The students reported that they 
enthusiastic about wearing the tap shoes and were motivated to learn some tap dance 
combinations as result of the study. For instance, Liana indicated:  
I really enjoyed using the tap shoes. It made learning the rhythm pattern easier. 
Using the taps made me eager to learn the rhythms and I think it will help me 
memorize it easier. I think using the taps will efficiently increase the class interest 
and memorization skills.  
James also shared his perspective on the novelty of wearing the tap shoes to learn 
a specialized dance form, mentioning, “It was better than just regular dancing because I 
think it’s exciting wearing them and just doing.”  
 A second reason why the students believed that wearing the tap shoes was an 
effective element in implementing the tap dance movement was because it enabled them 
to clearly hear the rhythm being studied. Emily indicated that the tap shoes helped to 
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articulate the sound of the rhythm for which the class was listening. She remarked, “I 
learned so much with the tap shoes on. The tap shoes actually made me learn better. 
Having the tap shoes was easier for me to know how it’s supposed to sound.”  Molly 
added that it is not always sufficient to simply see the rhythm depicted, but that it is 
sometimes necessary to hear the rhythm demonstrated as well. She noted, “The use of tap 
shoes helped me hear the beats and rhythms. I think the use of tap shoes will be generally 
beneficial because sometimes seeing the notes isn’t enough. Sometimes hearing or 
actually doing the rhythm pattern works better.”  Furthermore, the students pointed out 
that by participating collectively in the lesson with everyone using the tap shoes, the class 
could not only sense the rhythm individually, but also as a group. For the choral director, 
this suggests that this activity contributes to building a sense of ensemble among the 
singers and perfecting their collective performance. Speaking to this point, Shea stated, “I 
think doing these lessons with tap shoes is more effective rather than without them 
because we could all hear and feel the step and rhythm.” By the same token, Juliet also 
shared, “Tap shoes help more than sneakers because you can hear the sound better as a 
group.” Moreover, the students called attention to the fact that while everyone is audibly 
executing the rhythm, it may be easier for the teacher to identify who is experiencing 
difficulty if the sounds are not perfectly aligned. For example, Gale mentioned, “The tap 
shoes help to see who’s getting the rhythm and who is not because they make loud 
sounds.”  This also applies to the student who can determine if their tap sounds do not 
line up at the same time as the remainder of the class, signifying that they may be 
incorrectly performing the rhythm. Caroline acknowledged how she found this to be true 
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with her experience during the study. She disclosed, “I like doing the steps when I’m 
wearing taps. It’s nice to hear the taps. It helps let me know if I’m doing the step 
correctly/incorrectly.” To conclude, the students found executing the movement with tap 
shoes to improve their ability to learn the rhythms as it inspired them to actively learn the 
movement, as well as helped them to audibly hear them performed, presenting it in a 
group context where both the students and instructor could more easily identify 
difficulties with the rhythms when sounds of the tapping where not in alignment.  
Research Question #3 
Disadvantages with the movement.  
The third research question examined the students’ perceptions regarding the 
effectiveness of integrating tap dance movement with the study of select rhythm patterns 
chosen from choral literature in their retention of the rhythms. As in previously discussed 
sections of the study results, the students, once again, responded with differing 
perspectives regarding this query. Students who were of the opinion that the movement 
did not promote their retention of the examined rhythms expressed that the primary 
dilemma was that they could not make a lasting association between movement and the 
rhythm, which would assist them in remembering how the rhythm sounded or how to 
count it. For instance, Emily expressed her frustration not being able to remember either 
the rhythm or the movement that accompanied it. She admitted, “The disadvantage is that 
it’s not memorable. I don’t remember a lot of the rhythms that we learned, especially 
when you say, ‘Oh, what’s the Buffalo like?’  I don’t know what that was or what the 
rhythm was.” In the same way, Shaniqua voiced a similar concern, commenting:  
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 I don’t know because like it was cool to learn how to tap dance and stuff, but I’m 
 not the best at it and I’ll probably not remember or practice this to remember in 
 the future for stuff.  I already have a hard time remembering the steps, so I don’t 
 think I’m going to be able to do it in the future.  
Without a review of the movement in subsequent lessons, the students found it 
difficult to remember the tap combinations with multiple steps and would quickly forget 
how to execute the movement and, subsequently, the rhythm pattern that it accompanied. 
Emily also added, “I feel like it doesn’t help me memorize the move thoroughly. I 
understand it, but to really memorize each rhythm with each pattern, it’s kind of difficult 
for me.”  
 In addition, the students who did not perceive the movement to benefit their 
retention of the rhythm comprehension highlighted the fact that since a significant portion 
of time in more challenging lessons was required to learn the movement and listen to the 
sound of the rhythm, there was not always sufficient time remaining to spend on visually 
examining how the rhythm would be notated or sung in a choral context. For instance, 
Elizabeth criticized that the Stomp Buck Time Step required a considerable amount of 
time to learn the step, leaving the class with less time to practice performing and 
memorizing the notated rhythm. “The step was way too hard. Need more time to practice 
the step.” Likewise, Hallie shared a similar experience attempting to learn and memorize 
the Over the Top combination. “I couldn’t do the ‘Over the Top step.’ The step was too 
difficult.  Must spend more time trying to learn the step than counting the rhythm.” 
Hence, the students didn’t believe that they would recognize these particular rhythms in a 
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choral score in the future since they weren’t able to devote what they felt was sufficient 
time performing the notated rhythm. Sensing this to be true, Stephanie Anne responded 
with the following statement. “Lately, I realized that while tapping, I don’t tend to look at 
the board and see the notation. Therefore, I don’t think I will be able to see a notation and 
be able to recognize it.”  Cassie also shared a similar perspective noting, “I don’t think I 
would recognize it. If I were to remember anything, it would be like if I heard it in the 
song, I’d be like, ‘Oh, you could do whatever to this,’ but I don’t think I’d recognize the 
rhythm pattern really.”  
Advantages with the movement. 
  On the other side of the coin, there were students who believed that the 
movement improved their retention of the rhythm patterns. For instance, Peyton related 
how using physical movement benefits memory recall, drawing upon her experience at 
the elementary age level, asserting:  
I think it’s an advantage because I think, especially if you’re learning this at a 
young age, putting movement with rhythm is always a better way to remember. 
Like I can remember we clapped it out when I was younger, but if you put it with 
the feet, they’re a really great way to remember. You can associate the pattern 
with a movement if you know the move well. You can remember the pattern.  
Savannah also mentioned how she was able to use the mental association she 
made between the movement and the rhythm to assist her in reviewing previously learned 
rhythm patterns. She remarked, “I think it’s made it a lot easier and when I do see the 
rhythm pattern, I’m able to think back to the tap step and pick it up better.” Moreover, 
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Patti explained that she had experienced a challenge recalling how to count the pattern of 
a quarter note followed by a dotted eighth and sixteenth combination and ending with a 
quarter note.  She noted that after implementing the Step Heel Flap Hop to learn the 
rhythm found in Handel’s “Zadok the Priest” (Figure 5.12) that she felt that this 
technique would help her retain how to count it in the future. She shared, “I’ve seen and 
had trouble with this rhythm and now I will remember it.”  
 
Figure 5.12. Rhythm pattern featured in Handel's "Zadok the Priest," taught using 
the Step Heel Flap Hop. 
 Additionally, the students pointed out that the greater the repetition of the 
movement, the stronger the reinforcement of the rhythm pattern. For example, when 
learning the ball change movement to understand the syncopated rhythm featured in 
Glick’s “The Hour Has Come” (Figure 5.13), Rebecca mentioned, “Repeating the step 
with the rhythm allowed it to stick in my mind more. I believe I am improving.” By the 
same token, Patti found this also to hold true when she utilized the Flap Heel movement 
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in order to perform the rhythm of three eighth note triplets followed by a quarter note in 
order to sing Thompson’s “A Girl’s Garden” (Figure 5.14), mentioning, “The repeating 
of the rhythm multiple times helps it stick in my head. I would be able to remember the 
rhythm.” Furthermore, Piper added, “Repeating the technique helps memorization and 
understanding of the rhythm pattern.”  
 
Figure 5.13. Syncopated rhythm highlighted in Glick's "The Hour Has Come," 
taught using the ball change. 
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Figure 5.14. Triple triplet figure ending with a quarter note featured in 
Thompson's "A Girl's Garden," taught using the flap heel. 
The students also shared that by internalizing the rhythm through the use of the 
movement, they are more likely to retain the knowledge they acquired regarding the 
rhythm patterns. Bon explained: 
It really is an active way to get it into your system, into your ear. It’s like really 
embedded in your brain. Like it actually helps you learn the thing, not just know 
what it is for that second that you have to look at it. It kinda just makes me think 
like when you tap something out if you’re reading music or like keeping a beat. 
It’s like instead of keeping the beat, you’re keeping the beat and working out the 
rhythm at the same time. It teaches you to physically get into the rhythm and 
helps like concrete it. 
Jim also found combining the counting with the movement strengthened his 
rhythmic perception even further, sharing, “The counting added one more way to 
internalize it where you’re orally expressing the rhythm as opposed to also physically, so 
when you’re doing the rhythm multiple ways at the same time, it reinforces it better.” In 
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addition, Liana stated that by internalizing the rhythm through the movement that she is 
more likely to remember it in the future. “I learned the pattern internally and because I 
internalized the pattern, I’d be able to recognize it if shown again.”  
 Correspondingly, the students acknowledged that there was evidence that the 
movement approach was effective in promoting their retention of rhythms chosen from 
choral literature. The students indicated that they believed the choral rhythms were 
effectively memorized if believed they could recognize them when they encountered 
them in a future choral piece. Jessica highlighted the flap lesson as one instance where 
the movement improved her ability to perform the choral rhythm of a repeated dotted 
eighth and sixteenth note combination in de Cormier’s “Pick A Bale of Cotton” (Figure 
5.15). She declared, “I am confident in the pattern. I feel like if I saw it again, I would 
recognize it.”   
 
 
Figure 5.15. Repeated dotted eighth and sixteenth note pattern featured in de 
Cormier's "Pick A Bale of Cotton," taught using the flap. 
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Likewise, Florence made a similar observation after learning the flap heel movement in 
cycle four in order to perform the repeated triplet pattern ending with a quarter note 
highlighted in Thompson’s “God Is Gone Up with a Shout” (Figure 5.16). She indicated,  
 
 
Figure 5.16. Rhythm pattern featuring three eighth note triplets ending with a 
quarter note presented in Thompson's "God Is Gone Up with a Shout," taught 
using the flap heel. 
 “I believe I can accurately recognize this rhythm pattern in a piece of music in the 
future.” Abby provided another example, reporting her experience implementing the 
Cramproll Time Step in cycle five to learn and perform the rhythm comprised of a dotted 
eighth and sixteenth note combination followed by an eighth note triplet and ending with 
a quarter note and illustrated in Hornady’s “Nodle Kangbyon” (Figure 5.17), remarking, 
“I successfully learned how to read this notation. I feel like I could read and recognize 
that if I saw it again.”  
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Figure 5.17. Rhythm pattern featuring a dotted eighth and sixteenth note 
combination followed by an eighth note triplet and ending with a quarter note 
featured in Hornady's "Nodle Kangbyon," taught using the Cramproll Time Step. 
In summary, the students found in some instances that the movement promoted 
their retention of the rhythm patterns while in other circumstances this was not the case. 
Students who found that the movement did not assist them in retaining their grasp on 
what they had rhythmically learned found that they were unable to remember the 
movements associated with the rhythm and, consequently, lost the sense of the rhythm as 
well. On the contrary, those students who found that the movement did promote the 
retention of their rhythmic understanding expressed that the movement did create a 
memorable link to remember the rhythm pattern, as well as helped to internalize the 
rhythm where they indicated they felt confident that they could accurately identify the 
pattern when seen again in the future.  
  
		
272 
CHAPTER 6  
Putting Your Instructional Foot Down  
 This chapter includes conclusions, implications and limitations of this study, as 
well as recommendations for further study.  Historically, music educators have integrated 
movement approaches by Jaques-Dalcroze, Gordon, Kodály, and Orff as a means of 
rhythmically training students (Horne-Greene, 2013).  Despite the fact that music 
educators may agree that movement improves rhythmic understanding, a vagueness has 
remained explaining how physicality impacts an individual’s rhythmic understanding. 
Furthermore, the majority of studies pertaining to the impact of movement on rhythmic 
perception have been conducted with elementary school students omitting data pertinent 
to secondary level students.  
 The purpose of this investigation was to ascertain students’ perceptions with 
regard to rhythmic understanding and retention when integrating tap dance movement 
with instruction. The following research questions were addressed in the study: 
1. What are the perceptions of high school students regarding the difficulty of tap 
dance movement? 
2. What are the perceptions of high school students regarding the effectiveness of 
tap dance movement as a method toward promoting their rhythmic accuracy when 
performing rhythms featured in choral music? 
3. What are the perceptions of high school student regarding the effectiveness of 
integrating tap dance movement with the study of select rhythm patterns chosen 
from choral literature in their retention of the rhythms? 
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Inferences 
Benefit of Limited Steps Based on Age. 
With regard to the first research question pertaining to the difficulty of the tap 
dance movement, the data indicate four elements that influence perceived difficulty: 1) 
intricacy of the executing the movement, 2) tempo at which the movement was 
performed, 3) impact of changing feet during the movement, and 4) influence of prior tap 
experience. This suggests that for the application of movement that several factors should 
be considered when integrating it at different age levels. On the subject of movement 
difficulty, I concluded that single and two step movements can and should be 
implemented with elementary level students to develop their sense of rhythm. These 
movements are no more challenging than instructing children to march or hop to a steady 
beat and can be easily learned by elementary general music teachers with little to no tap 
dance experience from viewing online instructional videos or taking a beginning tap 
dance class. Elementary general music teachers could also introduce a more advanced tap 
step, such as the cramproll or paradiddle, to commence explaining a group of four 
sixteenth notes.  Students at the elementary level may find this more challenging to 
execute; however, the importance of utilizing the movement, regardless of the step or 
combination, is for the students to feel the rhythm and connect it with what they visualize 
on the board or in the music. Accordingly, I determined that students at the secondary 
level require more challenging tap dance steps and should incorporate three to five 
movements that engage and challenge the student in learning more complex rhythm 
patterns. These shorter combinations require a minor amount of space and, therefore, 
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both instrumental directors and choral directors can utilize them in even the most 
compact rehearsal spaces. Music educators will maximize their instruction by teaching 
and concentrating on shorter rhythmic patterns that are recycled in order that their 
students can assimilate them when reading longer rhythmic passages.  
Benefit of a Slower Tempo. 
With regard to tempo, I concluded that no matter what the student’s age, a slower 
tempo is most productive. Having observed and participated in Miller and Ben’s tap 
dance classes, Pecina (2016) indicated that it is common practice for the professional 
instructors to teach steps slowly to promote student mastery of the movement. “Often 
Miller and Ben will slow down or even stop to speak and explain the step if need be” (p. 
37). The objective is accuracy over tempo. Whether or not they are the faster tappers in 
the room is inconsequential, the important question for each student to ask him or herself 
is, “Did I execute the rhythm accurately and do I understand how to count the rhythm 
when I see it?”  If the student’s answer is “Yes,” then they have successfully mastered the 
rhythmic lesson regardless of the tempo at which they could physical perform it.  
Benefit of Changing Feet within a Tap Combination. 
 While the students’ written responses, supporting the use of changing feet, 
marginally outweighed those preferring to use movements favoring one foot, I concluded 
that when employing tap dance to teach rhythm the switching of weight between feet is 
indispensable.  These types of movements improve students’ balance and coordination 
and students can develop their agility in moving between their feet and maintain a better 
posture with practice. In general, numerous tap combinations that change feet frequently 
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use cross-lateral movements, strengthening the corpus callosum, the conduit connecting 
the left and right sides of the brain to work in tandem, and improving cognition. Taking 
these non-musical benefits into account, educators across all subjects, can recognize the 
advantages that can be gained from implementing tap dance into their curriculum.  
Benefit of Tap Dance Experience 
Examining the impact of tap dance experience on the students’ rhythmic 
comprehension, I determined that knowledge of tap steps and combinations is an asset to 
the students trained in tap movement, as well as to the teacher and remainder of the class. 
Being familiar with the steps and the order of the tap combinations, trained tappers can 
immediately begin drawing a relationship between the movement and the rhythm and are 
most likely to make the connection directly relating the movement to the rhythm. 
Additionally, experienced tappers can assist the music teacher by demonstrating the steps 
for the class or mentoring students who may have questions about executing specific 
steps. I observed numerous instances of Vygotsky’s “more knowledgeable other” 
displayed during this study as I witnessed students who initially were struggling with the 
movement to be aided by their peers, trained in tap dance, to master the tap combinations 
through modeling and successfully learn the rhythm patterns. It is valuable to all 
educators to keep in mind that our students possess a wealth of knowledge, ideas, and 
expertise, which can be just as informative and helpful to their peers as what we 
individually can provide in instruction. As educators, we must know our students’ well 
and recognize when one of their talents or abilities may be the solution to solving another 
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student’s problem and yielding to them the educational floor to share it for the benefit of 
the entire class and the instructor.  
Anticipated Conclusions 
There were two conclusions concerning the second research question addressing 
effectiveness of tap dance movement as a method toward promoting their rhythmic 
accuracy in choral music that I anticipated.  First, the tap movements the students enjoyed 
yielded a larger and more favorable response toward improving their understanding of the 
related rhythm pattern.  Secondly, students did not enjoy all the tap combinations, 
particularly the more elaborate movements employed in the final cycle of the study, 
producing fewer affirmative responses in connection with learning the associated rhythm 
patterns. There were; however, several elements used in conjunction with the tap dance 
movement that produced unexpected surprises.   
Unexpected Discoveries 
Raising the foot raises rest awareness. 
A valuable discovery for my students and one that would benefit other choral 
ensembles, which appeared at the beginning of the study, was likening the lifting of a 
student’s foot with a rest value. This coordinated lifting of the foot off the floor, 
partnered with a simultaneous breath for the rest, was a memorable approach that enabled 
students to feel and perceive rests in an innovative way they had never before considered. 
Choral directors should implement this silent foot lift with their singers to create 
simultaneous releases of musical phrases ending with a rest, as well as produce clean and 
unified breaks where rests occur within a phrase. Choral educators can also use these 
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breaths when the foot is lifted to suggest points in the music where students may take a 
needed breath without interrupting the contour of the musical line.   
Tap shoes not required. 
The use of tap shoes was an anticipated novelty for most students at the start of 
the study, motivating them to jump right into the initial lessons; however, I concluded 
that it is not mandatory that every student needs to wear the tap shoes for the impact of 
the movement to be successful. The essential component is the student physically 
executing the tap step movement to embody the rhythm being studied. In order to 
preserve the audible component of hearing the sounds of the rhythm in the tap 
combination when students are not all wearing tap shoes, the teacher or a trained student 
tap dancer can model the tap steps and the remainder of the class can duplicate the steps 
in their tennis shoes. Music teachers mostly likely will not have access to tap shoes for all 
their students within their own department, and, therefore, should contact the head of the 
school drama department, local theatre, or another school districts that may be able to 
loan them tap shoes. In more affluent districts where there are fewer budgetary limits, 
music educators may wish to purchase tap shoes for their ensemble members and should 
contact their local dance studios, dance supply stores or search online regarding nearby 
tap shoe dealers. If trademark tap shoes are too costly for purchase, teachers can order 
individual toe and heel taps that can be attached to the students’ own shoes with elastic 
bands fastened to the taps and slipped over their shoes or with adhesive glue for a more 
permanent solution.  
It is equally important to mention for those music educators who lack any tap 
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dance experience or who are unable to obtain tap shoes for their students, there are 
several means available in order to produce comparable results.  For example, music 
teachers could bring in a tap dancer or tap instructor from the area to demonstrate the 
movements for the students in order to help them hear the sound of the rhythms. If there 
is difficulty finding an adult, the choral director has the option of also enlisting a student 
with tap experience to serve as the model for the class.  If a live tap dancer is unavailable, 
the choral instructor can access video sources online that can be viewed by the students 
via a Smartboard or videos are available for purchase that can be played with a DVD 
player. As budget constrictions are always a concern in public school music education, 
there are also various gratis YouTube videos that professional tap dancers have created to 
provide novice tap dancers with some of the fundamental tap steps and combinations. 
With or without tap shoes for the students, students in any music class would still be able 
to view the movement using any of the aforementioned means and experience the 
physical benefit of executing the tap combinations using the shoes they typically wear to 
school.  
Peer demonstrations are invaluable. 
Demonstration of the movement, particularly executed by students in the class 
was deemed by the students as one of the most advantageous instructional tools in the 
lesson. When it is possible teachers with tap dance experience should model the tap 
dance movement in order to provide their students with a reliable visual of the 
combination to imitate. In addition, teachers should also utilize students with tap dance 
experience to model the movement for their peers, indicating that the movement is 
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accessible to their age level. Furthermore, when students, without tap dance experience, 
have had the opportunity to learn the movement and feel secure performing it, teachers 
should encourage them to reveal what they have achieved. This specific peer modeling is 
inspiring to other non-experienced dancers needing affirmation that training is not 
mandatory to achieve mastery of the tap movement and can encourage them to achieve 
the same instructional results.  
Student demonstrations of the tap movement also allow teachers to identify which 
students have a a firm grasp of the rhythm and which students are experiencing difficulty. 
Consequently, music educators, utilizing tap dance with their students, can make 
immediate assessments of their students and their rhythmic understanding. Teachers can 
efficiently evaluate a group of students collectively, watching and listening for a unified 
execution of a rhythm pattern. Only when there is a discrepancy in the sound of the 
rhythm would a teacher need to hear individual students to confirm their understanding. 
In an era where student assessment and the documentation of student progress is growing, 
this method provides music teachers a way to evaluate their students swiftly and maintain 
current records of their musical advancements. 
Popular music, a context with which students can relate. 
While not originally designed to be included in the study, students recommended 
that pre-recorded music with which they were familiar, as well as highlighted the rhythm 
being studied, be included to enhance their understanding. This significant suggestion 
produced an increase in student engagement in the lesson, enabled students to hear the 
rhythm in a musical context, and enabled the students to see the application of the rhythm 
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lesson framed in a real-life context.  As the students recognized that their music featured 
the identical rhythms found in their choral music, they began to listen more attentively to 
the rhythmic aspects of the personal playlists and would identify various instances when 
they encountered them playing on the radio or on their iPod. In the same way, music 
educators at every level can inspire their students to look for musical elements they want 
them to learn by framing them in musical contexts that the students respect and enjoy. 
This is not to say that music educators should discontinue introducing and using classical 
and multi-cultural musical examples; however, if students are unable to make 
connections using these types of musical contexts when learning musical fundamentals, 
then music educators should be open to framing them from a perspective with which the 
students are familiar and enjoy. Once comprehension is established, the music educator 
can continue to broaden the students’ understanding by introducing these fundamentals in 
a variety of musical styles.  
Personal counting method preference key for choristers. 
The subject of using of step names versus counting when learning the movement 
and rhythm patterns also raised some surprising results. It was my intention to implement 
tap dance movement to determine if and how it could potentially improve the students’ 
ability to count the rhythms using the traditional method of counting the beats with 
numbers since this system is customarily used at the secondary level music ensembles. 
What I was astonished to deduce from the data was that students were equally divided 
with regard to whether they felt using the step names or the numeric counting helped 
them more effectively learn the rhythm patterns. I concluded that when singers, in 
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comparison with instrumentalists, are reading rhythms, they are not solely processing the 
note values, but are simultaneously assimilating the lyrics with the rhythms. 
Consequently, the importance for singers when reading rhythms isn’t that they can write 
or count the specific beats of a given rhythm, but rather that they can execute the rhythm 
accurately with the corresponding lyrics. Thus, music educators should encourage their 
students to use the counting method they find most effectively works for them as they 
embody the rhythm through movement. Choral directors next have a duty to assist their 
singers in transferring their understanding to the repertoire by integrating the 
corresponding lyrics with the movement to ensure full comprehension of the rhythm 
pattern.  
Repetition essential for rhythmic retention. 
Weighing the evidence related to the third research question pertaining to the 
influence of tap movement on the retention of rhythm patterns, it was clear that repetition 
of the movement was the greatest common factor affecting a student’s ability to retain the 
rhythms examined in the study. I found that students frequently needed more time to 
review the steps in the order of the combination once they were familiar with the 
individual steps. Music educators should allocate a period of ten minutes for review, 
allowing students sufficient time to ask clarifying questions about the execution of the 
steps, as well as the order of the tap combination to confirm their understanding of the 
movement. Additionally, Pecina (2016) explained how professional tap dance instructors 
Avi Miller and Ofer Ben employ repetition of a short step until the class has achieved 
mastery of each segment in order to teach a complete combination. She described a 
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typical class instructed by the tap duo, mentioning:  
Generally, Miller and Ben deliver their material in a call and response format, 
 meaning one of them will do a short step, and the class will attempt to repeat it 
 back to them. Depending on how long or complex the step is, this takes anywhere 
 from one to ten or more cycles. (p. 37) 
This suggests that music teachers should organize each lesson by dividing and 
teaching smaller segments of tap movement at a time, followed by multiple opportunities 
for repetition to make allowances for students with little dance experience to master the 
tap combination. The brevity of the rhythmic pattern and repetition of the movement 
prevent the students from becoming overwhelmed with learning too much material at one 
time and are vital factors which the music educator ought to consider when planning their 
rhythmic lessons.  
Call and Response Approach.  
From a broader perspective, it would be fitting for educators, in all curricular 
areas, to apply this call and response approach with their students to check for 
understanding not only with collective group responses, but also to ensure individual 
members of the class are keeping pace with class. This form of class participation and 
review will not only keep students actively participating, but will reinforce concepts that 
the instructor recognizes needing additional reiteration. Furthermore, the call and 
response approach can be used as a quick assessment tool to check for student 
understanding. Employed musically, the teacher taps out a rhythm pattern and randomly 
selects a student to count the rhythm aloud to determine if they accurately identify it.  An 
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example of this call and response approach put into operation in a general classroom 
setting would be illustrated by an educator conducting a review of multiplication tables. 
The teacher proceeds around the room quizzing students individually on the 
multiplication tables of ten (Ex. 10 x 1 = 1, 10 x 2 = 20). Thus, repetition, particularly 
implemented using a call and response approach, is important in helping students retain 
information and it is imperative that educators allot sufficient time for questions and 
review prior to the end of a class period in order for students leave class supplied with all 
the information they need to be successful in accomplishing the task at hand. 
Furthermore, it would be fitting for the instructor to begin the subsequent lesson with a 
review of the key points of the previous lesson to clarify any misconceptions and to 
check for comprehension and retention of what was taught during the prior class.       
Research Conclusions 
 The conclusions of this investigation can be summarized in this manner: 
 
1. Single and two step tap dance movements should be employed with 
elementary age students while three to five step movements should be utilized 
with secondary age students when used to improve rhythmic learning. 
2. Tap dance movement should be taught slowly to maximize the learning of the 
associated rhythmic pattern. 
3. Tap dance combinations that include a change of feet should be included to 
not only perfect the students’ rhythmic comprehension, but also to improve 
their balance, coordination, and cognitive processing. 
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4. Students with tap dance experience should be utilized during movement 
lessons to model the tap steps and assist students with little tap dance training, 
encouraging peer learning.  
5. Students, particularly choral singers, can associate the disconnection of their 
foot from the floor in a tap combination to better comprehend rest values 
while partnering this lifting of the foot to indicate appropriate places to 
breathe in a musical phrase. 
6. The use of tap shoes when learning tap dance movements for the purpose of 
improving a student’s understanding of rhythm is helpful in hearing the 
sounds of the rhythm, however, is not mandatory in order to comprehend the 
movement or the rhythm. 
7. Demonstration of tap movements, particularly performed by students without 
tap dance experience, is an essential element which promotes a student’s 
understanding of rhythm patterns.  
8. Pre-recorded musical examples, specifically those with which the students are 
familiar and enjoy, enable students to contextualize rhythm patterns and better 
learn them.  
9. There is not a significant advantage for singers to use the traditional counting 
method over the use of tap step names when using tap dance movement to 
learn rhythm patterns.  
10. Repetition to achieve mastery of a tap dance combination is the key stratagem 
toward retaining rhythm patterns learned through tap movement.  
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Discussion 
Examining the students’ perceptions regarding the use of tap dance movement 
and its effect on improving their ability to learn and perform rhythm patterns found in 
choral literature, the results indicate that tap dance movement can positively impact 
students’ rhythmic understanding. The results may vary based on the students’ tap dance 
experience; however, the data reveal that when students are instructed with movements 
which they enjoy and that suitably challenge them, the more likely they are to connect 
their physical awareness with their rhythmic understanding. Moreover, this corporeal 
insight will also assist them in recognizing these rhythms when they encounter them in 
future musical occurrences. Opportunities to see the movement demonstrated and 
accompanied with familiar musical accompaniments revealed an improvement in the 
students’ abilities to learn while an increase in the number of times the tap dance 
movement is repeated indicates that students are more likely to retain the rhythm patterns 
studied.  
Implications 
 Considering the results and questioning how they relate not only to the music 
education community, but to the teaching profession at large, I first analyzed how a 
movement approach, such as tap dance, could have a positive impact on rhythmic 
learning.  I determined that the movement instruction must consist of the following five 
features: it must be concise, enjoyable, challenging, taught at a slow pace, and allow 
sufficient time for repetition and review. Keeping the volume of information in each 
lesson succinct helps to not overwhelm students by the amount of material they are 
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required to learn and affords them a stronger probability for success in each lesson.  
Frame lessons in student-related contexts. 
Educators must also work to frame lessons in contexts that the students find 
gratifying. In the case of this study, the novelty of the tap movement captured the 
students’ interests while the integration of popular, pre-recorded musical examples well-
liked by the students highlighted the rhythms and illustrated that these are musical 
patterns with which they are already familiar and listen to recurrently on their personal 
playlists. Educators in general should also employ this instructional approach, 
incorporating technology and media into the curriculum to reach students where they 
live. In an age where students shudder at the notion of being required to put their cell 
phone away during a class or being disconnected from social media between class 
periods, educators would be wise to embrace these devices and media platforms to craft 
creative lessons that demonstrate how topics in each curricular area can be taught and 
related to real life experiences. For example, the Daily Mail (2013) reported that a teacher 
in Tennessee wanted to teach her 5th grade students about internet safety and the speed at 
which a photo can go viral on Facebook.  The elementary class followed how a photo the 
teacher posted of herself was liked over 392,000 times, was shared by other Facebook 
users in excess of 30,000 times and has appeared on other social media platforms having 
been photo-shopped with other individuals faces superimposed over the teacher’s face in 
numerous instances. Implementing innovative ways of embracing technology and media, 
such as this, can bring new life to any curriculum and help students see its value applied 
to the personal lives.  
		
287 
Keep students challenged. 
Even if these lessons contain topics that are brief and to the point, as well as 
entertaining, they must remain challenging for the student to remain engaged. This is 
where instruction ought to be tailored to each individual student’s learning needs. While 
there isn’t time for a teacher to give personalized instruction to every student, the 
viewpoint of grouping students with similar abilities is an option to be more thoughtfully 
considered in order to connect students with appropriate educational challenges. 
Grouping by ability level, analogous to elementary students being classified as a blue, red 
or yellow birds according to their reading skill, is one means that teachers can use to 
devise level-appropriate lessons that challenge the students without overpowering them 
with work that is too advanced.  During this tap study, there were four students who 
recommended that if this method was replicated with another class that students, first, be 
grouped by tap experience: students with two or more years of tap dance experience, 
students with one or two years of tap dance experience, and those students with no tap 
dance experience. These students stated that the students in the class could make greater 
progress if they were instructed according to their experience level. For instance, the less 
experienced students would not hold the more advanced students back having to learn 
steps with which the advanced students were already familiar while the inexperienced 
students would not be panicked and rushed trying to keep pace with the more seasoned 
students. This classification of abilities does; however, raise instructional issues for the 
educator to consider. For instance, the teacher would need to take into account the 
challenges of where and how groups work independently when the teacher is not 
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providing direct instruction. Furthermore, teachers must contemplate how to handle a 
situation, such as, when a student credits him or herself with a higher ability level than 
what the teacher deemed fitting. The teacher would need to anticipate how they would 
respond to these circumstances, reassuring students and providing them with appropriate 
learning settings. The National Education Association (NEA) (2005) reported that 
proponents of ability grouping support student tracking because it customizes instruction 
more closely to students’ capabilities enhancing their development. On the contrary, the 
NEA acknowledged that opponents not only dispute the fact that tracking benefits 
students at any level, “but it also channels poor and minority students to low tracks where 
they receive a lower quality of instruction than other groups” (p. 1). Consequently, the 
NEA has recommended student tracking be abolished. This raises a point for further 
examination to determine if and how student tracking improves achievement or if it 
creates a larger gap in achievement levels. We know students learn differently and, 
subsequently, we need to explore options that allow us to break apart the confining sides 
of the traditional box and employ every teaching tool available to us as educators to 
achieve the universal goal that every child can learn and no child is left behind.  
Less is best. 
Another implication derived from this study echoes in the moral shared in 
Aesop’s (1867) The Hare and the Tortoise” stating, “slow and steady wins the race.” 
Teaching the tap movement quickly rarely assisted the students in learning the rhythm 
competently; however, slow and thoughtful verbal explanations, as well as visual 
demonstrations of the tap combination in order for the students to meticulously learn the 
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sequence of steps significantly improved their rhythmic understanding. Likewise, 
teachers can frequently be found under pressure to move quickly through a large volume 
of material so that they have sufficient time to review prior to the test date. Instead of 
racing through a chapter worth of information, educators should again divide the material 
into smaller sections, focusing on the central concepts, and cover them more deliberately 
to ensure they are learned fully the first time.  Teachers who attempt to hurry through the 
curriculum in order to prepare students for year-end exams without allowing students 
time to thoroughly study and process the course material are doing their students a 
disservice because the students will retain little having merely skimmed over the larger 
themes.  
Similarly, it would be prudent for those individuals working for the companies 
who create nationwide exams, such as Advanced Placement (AP) tests, to re-evaluate the 
scope of material which is required to be adequately prepared for these assessments.  In 
many subject areas, there are teachers who are mindful to see that their students 
thoroughly examine and understand the material as they progress through each chapter of 
the AP textbook and find themselves having to increase the volume of homework twofold 
in the final month due to the fact that there remains a plethora of information to be 
covered. Nationwide exams can retain their rigor without causing teachers to race 
through instruction or requiring students’ parents to hire tutors to cover the remaining 
subject material that classroom teachers haven’t the reasonable amount of time include in 
the course of the school year. It is time that we allow and encourage teachers to slow 
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down the educational pace to afford students an opportunity to learn without anxiety and 
pressure.  
Once again, please. 
Consequently, this need to work at a slower pace requiring additional time also 
works in conjunction with allowing more time for students to practice and repeat what 
they have learned to ensure full understanding. While working at a methodical pace, 
some students will immediately assimilate the material and will be prepared to proceed to 
the subsequent lesson while others will require additional opportunities to review the 
lesson and have it presented and explained in a variety of manners until they become 
conversant on the subject.  The astute educator will remain mindful that not all students 
learn in the same manner nor at the same speed and, therefore, the teacher must persist in 
providing additional opportunities to those students who do not immediately grasp the 
concept to reexamine and reattempt to learn the subject in order to keep up with the 
remainder of the class. The time allotted for repetition and review for numerous students 
can be the difference between leaving the class feeling confident and successful or 
departing the classroom experiencing frustration and potentially developing an aversion 
for the subject.  
Hearing aids for the hearing impaired and deaf. 
The audible sound of the tap steps also provides an instructional pathway, which 
will benefit students with hearing impairments. The thunderous foot drumming on the 
floor not only makes the rhythm louder and better pronounced for students with minor 
hearing losses to perceive, but it also creates a vibration on the floor that students who 
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have sustained major auditory injuries can physically sense and make use of to 
distinguish specific rhythm patterns. Misconceptions most likely exist in many teachers’ 
minds that deaf students either possess less skill or interest in any form of movement and 
instantly exclude dance as a recreational or educational outlet for these students. The 
research indicates rather that an individual’s interest in or ability to learn movement is not 
associated with his or her ability to hear (Pesetsky & Burack, 1984).  In actual fact, until 
the mid 1970s, dance was employed as an instructional device to assist hearing impaired 
individuals improve their speech and speech-reading skills (Morkovin, 1960).  Park 
(2008) explained: 
Through rhythm training, hearing impaired children recognize the pattern of  
speech such as accent, intonation, emphasis, and breathe pause. Hearing impaired 
people sense these patterns via multi-sensory experiences: the auditory sense of 
rhythm from a remnant of hearing, a visual sense from movement of the lips, a  
kinesthetic sense from feeling words in the mouth, and a tactile sense from the  
vibration of music and the floor. (p. 17) 
Therefore, a history has been established that rhythmic training in conjunction 
with dance, in general, has already proven to benefit a hearing-impaired individual’s 
linguistic skills. Presenting students with a visual demonstration of the tap step they can 
imitate, as well as creating an audible cue and vibration from the tap striking the floor, 
hearing impaired students can take advantage of the multi-sensory signals to arrive at the 
equivalent rhythmic understanding any other individual shares. Consequently, it seems 
logical that tap dance movement has the equivalent potential to develop the rhythmic 
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understanding of person with a hearing impairment and teachers of these students should 
provide them with this type of learning opportunity, which may be the primary and most 
effective educational pathways they have available.    
Cultural relevance of tap dance.  
In addition, tap dance movement is an invaluable and tangible way for educators 
to engage students, relating its role in both African American and Irish culture, as well as 
in American history. Teachers can encourage students to share in the joy that African 
Americans took in percussive dancing to celebrate the joyous aspects of life, including 
births and marriages. Students should understand how the blending of Irish step dancing 
and African “juba” dancing created what we currently know as tap dancing. Students 
sharing these culture heritages can be inspired to learn more about this ethnic art form 
and can understand that by engaging in tap dance that they are celebrating and keeping a 
cultural tradition alive. In the same manner, teachers can engage students with an interest 
in the arts by sharing the theatrical tradition of tap dance and its historical development in 
vaudeville shows, speakeasies, Hollywood movies and Broadway musicals. Likewise, the 
athletic and powerful movements of tap dance will appeal to students keen on physical 
sports and movement activities. Thus, educators, using tap dance movement in their class, 
can connect students with a broad range of interests and backgrounds, who might rarely 
share a mutual interest, and unite them in a common educational pursuit.   
Student Perception 
 Listening to students and remaining open-minded to their viewpoints regarding 
how they best learn is an essential responsibility of every educator. As teachers are 
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trained in educational methods courses that no two students learn exactly the same way, 
educators in all subject areas must be restrictive in their teaching approach and keep an 
open dialogue with their students regarding what instructionally is working in the 
classroom and what is not. Particularly when students are taking the initiative to come to 
an instructor explaining that presented in a different manner or context, the teacher 
should refrain from thinking this is a criticism of his or her teaching, but rather appreciate 
the fact that the students are recognizing their inability to comprehend the subject matter 
and are expressing that they sincerely would like to master it. Teachers are not the only 
thinkers in the classroom and there is always an alternative approach toward delivering 
any lesson, which may be more effective than of the instructor. The lesson that we, as 
teachers, can often overlook is that the best way that students learn is not always the way 
we present the lesson. If our job, as educators, is to teach students to think independently, 
then we should remain broad-minded to incorporate the suggestions they propose in order 
to improve learning in the classroom even if it is different than the way we initially 
envisioned.  
Limitations 
 A limitation of this study is that the application is designed for specific use in the 
high school choral rehearsal.  First, the rhythm patterns that were selected for this study 
were ones which I identified as challenging for my students in repertoire they had 
performed. These patterns were also chosen because I anticipated them to be problematic 
for my singers as they encountered them in the choral literature I expected to perform in 
the coming years. Even though other choral or instrumental educators might agree that 
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many of these rhythms are valuable to their students, they might also find that other 
rhythms not included in this study are more crucial to teach in their respective 
classrooms. Secondly, as no prior studies were found that implemented tap dance 
movement as a means for instructing rhythm, I chose the tap steps and combinations that 
I felt most closely matched and expressed the rhythms being examined. There may be 
other choral educators with tap experience who deem that an alternative step or 
combination is better suited to a corresponding rhythm pattern. However, the movement 
combinations incorporated for this examination were based on my tap dance experience 
and my understanding of my students’ rhythmic needs and movement capabilities.  
Furthermore, I am aware that not all choral educators have training in tap dance and those 
without any formal tap dance training may find this unfeasible to implement in their 
classrooms. In addition, the requirement of providing tap shoes for the shoes may also be 
a prohibitive element for choral or instrumental directors who may consider putting this 
approach into practice in the own classrooms. Moreover, while the tap dance movements 
could be plausibly used with instrumental ensembles, there are likely greater special 
concerns attempting to use this approach in a rehearsal space occupied with instruments 
and music stands.  
These factors may appear to be limiting; however,  they do not prohibit educators, 
both choral and instrumental, from including them in their own classroom instruction. 
While there may be some rhythm patterns in the fourth and fifth cycles which are 
distinctive to specific choral works, the majority of the rhythms examined in the first 
three cycles are ones that musicians, either choral or instrumental, are likely to encounter. 
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As space to execute the movement is required, it is possible for either instrumental or 
choral ensembles with space restrictions to plan to learn the movements utilizing the 
gymnasium, stage or requesting that an area of the cafeteria be left open in which the 
students can move.   
Those educators lacking any formal dance experience can ask for the services of a 
local tap dance instructor to come in and demonstrate the movements for the students in 
person or could videotape the movements and the teacher could play the video in class 
for the movement demonstration. As well, educators can find a student with tap 
experience to model the movement for the class while the teacher explains and relates the 
rhythm pattern. For students who do not own a personal pair of taps or where the school 
district does not have a supply of tap shoes either for the chorus performers or theatrical 
productions, teachers can request to borrow the tap shoes from a neighboring school 
district or local theatre company.  
Recommendations for Music Educators 
 Based on both my personal observations, as well as those of the participants, 
researchers may wish to take into consideration the following recommendations: 
1. Begin tap movement activities with demonstrations of the movement. When 
possible, encourage students with and without tap experience to model the tap 
combinations for their peers to assist their understanding of the movement and 
inspire them to achieve higher aspirations. 
2. Begin tap movement activities that introduce quarter, eighth, sixteenth note 
and rest values at the elementary level. 
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3. Begin tap movement activities that introduce dotted note values, eighth and 
quarter note triplet patterns, as well as more complex rhythms at the 
secondary level.  
4. Begin each new lesson with a review of the prior lesson to reinforce what was 
previously taught and draw connections between the former lesson and the 
next.  
5. Incorporate opportunities to check for rhythm comprehension following every 
three to five lessons, such as, asking the students to identify the counting for 
rhythms studied in the aforementioned lessons.  
6. Organize rhythmic instruction by assigning every note value or rhythmic 
combination one fixed movement, such as a pair of eighth notes is always 
performed with a shuffle step, which can be used again in subsequent lessons 
to assist with movement retention.  
Summary 
 While originally intended to promote rhythm accuracy when performing rhythms 
featured in choral music through tap dance movement in a high school choral rehearsal 
setting, this study generated qualitative data that informs rhythmic instruction at all levels 
of music instruction and can be implemented in both choral and instrumental areas. The 
results revealed that teaching the rhythms at a slower tempo was easier for students to 
comprehend and retain the rhythm. In addition, the ability to hear the rhythm sounded, in 
this case using tap shoes, made the rhythm easier to hear and identify. Furthermore, 
hearing the rhythm pattern presented in a musical recording with which the students were 
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familiar enabled them to identify and recognize the rhythm in a musical context. 
Correspondingly, hearing the rhythm highlighted in recordings of various tempi and 
styles also increases the students’ ability to detect and understand the rhythm pattern. 
Findings from this study not only provide answers to questions left unanswered in earlier 
investigations, but fill a gap in the literature pertaining to the use of a specific dance form 
in conjunction with rhythmic training with secondary level choral music students.  In 
addition to its significance to music education, the results of this investigation also have 
merit with regard to dance education. Examining the sequencing and implementation of 
the tap dance instruction in this study, as well as examining the students’ perspective on 
the topic of the effectiveness of the tap dance instruction, dance teachers may consider 
introducing new tap combinations into their choreography, using a variety of musical 
styles and tempi to accompany tap dance classes, and/or updating their sequencing of tap 
dance movements to provide a series of lessons that increasingly progress in complexity 
in order to enhance tap dance instruction in their studios for both novice tap dancers and 
those highly skilled. In conducting this study with my high school singers, I intended, in 
part, on putting the learning in the students’ hands, as well as literally in their feet.  I 
anticipated that they would teach me as much about their learning as I would instruct 
them about tap dance movement and rhythmic learning, which would inform and 
improve my teaching and potentially that of other choral music educators with future 
choristers; however, what resulted, I found, has the potential to inform rhythmic 
instruction in all areas of music education. The questions may remain for general music 
and instrumental teachers, “Is tap dance movement truly going to benefit my students? 
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And how?” The answer to both questions is “Yes.” Regardless of their musical 
instrumental or grade level, tap dance movement is a viable teaching approach that 
requires little spatial needs to implement, no special equipment, and demonstrations of 
the movement can be given by video, online or student models, not requiring the 
classroom teacher to personally show the tap movement if he or she isn’t trained in tap. 
For students who are unable to comprehend how to read rhythms from strictly having the 
rhythm written on the board and recited by the class in unison, music educators can 
integrate this approach and help those students who require a different technique that 
enables them to perceive the rhythm kinesthetically. If we, as music educators, want to 
see all of our students succeed then we must implement multiple instructional approaches 
that meet the numerous learning styles of our students. Therefore, regardless of what 
subject an educator teaches, he or she should be remain open to see what his or her 
students have to say about how they learn most efficiently and effectively.  What is more, 
by examining the findings of this study, may educators not only see the benefit of 
learning rhythm in shoes, but expand these discoveries across classrooms and curricular 
areas to help the education profession collectively step forward in educating the 
musicians, dancers and youth of tomorrow by listening to students and their perceptions 
on learning. 
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Appendix A 
Pre-Recorded Accompanying Musical Examples 
Cycle/Lesson:  Cycle 2/Lesson 1: Paradiddle   
Musical Title:  Kiss a Girl 
Artist/Arranger:  Keith Urban 
Album :    Defying Gravity 
Track Time:   0:00 – 1:00 
 
Cycle/Lesson:  Cycle 2/Lesson 2: Riffle  
Musical Title:  Raise Your Glass 
Artist/Arranger:  Glee Cast 
Album :    Glee Season Two – Single  
Track Time:   0:30 – 0:55 
 
Cycle/Lesson:  Cycle 2/Lesson 3: Tucker  
Musical Title:  Good Morning, Baltimore 
Artist/Arranger:  Marissa Jaret Winokur & Ensemble 
Album :    Hairspray – Broadway Cast Album 
Track Time:   0:33 – 2:01 
 
Cycle/Lesson:  Cycle 2/Lesson 4: Change Over Cramproll  
Musical Title:  Hush Hush; Hush Hush 
Artist/Arranger:  The Pussycat Dolls 
Album :    Hush Hush; Hush Hush – Single 
Track Time:   0:00 – 1:32 
 
Cycle/Lesson:  Cycle 2/Lesson 5: Jumper (Slow Tempo) 
Musical Title:  My Destiny 
Artist/Arranger:  Katharine McPhee 
Album :    Somewhere Over the Rainbow 
Track Time:   0:00 – 1:19 
 
Cycle/Lesson:  Cycle 2/Lesson 5: Jumper (Fast Tempo)  
Musical Title:  Prince Ali  
Artist/Arranger:  On the Record Original Cast 
Album :    Disney’s On the Record 
Track Time:   0:00 – 1:01 
 
Cycle/Lesson:  Cycle 3/Lesson 1: Flap (Slow Tempo)  
Musical Title:  Kissing a Fool 
Artist/Arranger:  Michael Bublé 
Album :    Michael Bublé  
Track Time:   0:00 – 1:05 
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Cycle/Lesson:  Cycle 3/Lesson 1: Flap (Moderate Tempo)  
Musical Title:  For Once in My Life  
Artist/Arranger:  Michael Bublé 
Album :    Michael Bublé 
Track Time:   0:00 – 0:52 
 
Cycle/Lesson:  Cycle 3/Lesson 1: Flap (Fast Tempo)  
Musical Title:  Come Fly with Me 
Artist/Arranger:  Michael Bublé 
Album :    Michael Bublé 
Track Time:   0:00 – 0:48 
 
Cycle/Lesson:  Cycle 3/Lesson 2: Waltz Clog (Slow Tempo)  
Musical Title:  Some Day My Prince Will Come 
Artist/Arranger:  Etta Jones 
Album :    The Best of Etta Jones: The Prestige Single 
Track Time:   0:00 – 0:57 
 
Cycle/Lesson:  Cycle 3/Lesson 2: Waltz Clog (Fast Tempo)  
Musical Title:  My Favorite Things  
Artist/Arranger:  Kenny G 
Album :    The Greatest Holiday Classics 
Track Time:   0:00 – 0:55 
 
Cycle/Lesson:  Cycle 3/Lesson 3: Step Heel Flap Hop (Slow Tempo)  
Musical Title:  Pink Panther Theme 
Artist/Arranger:  Henry Mancini 
Album :    Reader’s Digest Music: The Bond Mix and Other Spy Movie  
Themes 
Track Time:   0:00 – 0:48 
 
Cycle/Lesson:  Cycle 3/Lesson 3: Step Heel Flap Hop (Moderate Tempo)  
Musical Title:  Winter Wonderland 
Artist/Arranger:  Clay Aitken 
Album :    Merry Christmas with Love  
Track Time:   0:00 – 0:56 
 
Cycle/Lesson:  Cycle 3/Lesson 3: Step Heel Flap Hop (Fast Tempo)  
Musical Title:  I Just Can’t Wait to Be King  
Artist/Arranger:  Ensemble – The Lion King  
Album :    The Lion King (Original Broadway Cast Recording) 
Track Time:   0:00 – 1:05  
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Cycle/Lesson:  Cycle 3/Lesson 4: Stomp Buck Time Step (Slow Tempo) 
Musical Title:  Corazon Sin Cara  
Artist/Arranger:  Prince Royce 
Album :    Prince Royce 
Track Time:   0:00 – 0:56 
 
Cycle/Lesson:  Cycle 3/Lesson 4: Stomp Buck Time Step (Moderate Tempo)   
Musical Title:  Just Dance 
Artist/Arranger:  Lady Gaga & Colby O’Donis 
Album :    The Fame 
Track Time:   0:00 – 1:03 
 
Cycle/Lesson:  Cycle 3/Lesson 4: Stomp Buck Time Step (Moderate Tempo)  
Musical Title:  Forget You 
Artist/Arranger:  Cee Lo Green  
Album :    The Lady Killer 
Track Time:   0:36 – 1:38 
 
Cycle/Lesson:  Cycle 3/Lesson 4: Stomp Buck Time Step (Fast Tempo)  
Musical Title:  Hit Me Up 
Artist/Arranger:  Gia Farrell 
Album :    Happy Feet (Music from the Motion Picture) 
Track Time:   0:00 – 0:33 
 
Cycle/Lesson:  Cycle 3/Lesson 5: Flap Scoot (Slow Tempo) 
Musical Title:  Never Say Never 
Artist/Arranger:  Justin Bieber & Jaden Smith 
Album :    Never Say Never (The Remixes) 
Track Time:   0:13 – 1:05  
 
Cycle/Lesson:  Cycle 3/Lesson 5: Flap Scoot (Moderate Tempo)  
Musical Title:  Candyman 
Artist/Arranger:  Christina Aguilera 
Album :    Back to Basics 
Track Time:   0:00 – 0:36 
 
Cycle/Lesson:  Cycle 3/Lesson 5: Flap Scoot (Fast Tempo)  
Musical Title:  Hot Honey Rag 
Artist/Arranger:  Various Artists 
Album :    Chicago (Broadway Musical Recording) 
Track Time:   0:00 – 0:55 
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Cycle/Lesson:  Cycle 4/Lesson 1: Penguin (Slow Tempo)  
Musical Title:  Moonlight Sonata 
Artist/Arranger:  Ludwig von Beethoven 
Album :    Smart Sleep with Classical 
Track Time:   0:00 – 0:44 
 
Cycle/Lesson:  Cycle 4/Lesson 1: Penguin (Fast Tempo)   
Musical Title:  Jesu, Joy of Man’s Desiring 
Artist/Arranger:  Johann Sebastian Bach  
Album :    Orchestral Christmas 
Track Time:   0:00 – 0:24 
 
Cycle/Lesson:  Cycle 4/Lesson 2: Buffalo (Slow Tempo)    
Musical Title:  A Dream Is a Wish Your Heart Makes 
Artist/Arranger:  On the Record Original Cast 
Album :    Disney’s On the Record 
Track Time:   0:00 – 0:34 
 
Cycle/Lesson:  Cycle 4/Lesson 2: Buffalo (Moderate Tempo)  
Musical Title:  The Lion Sleeps Tonight 
Artist/Arranger:  Elton John 
Album :    Festival of The Lion King 
Track Time:   0:00 – 0:53 
 
Cycle/Lesson:  Cycle 4/Lesson 2: Buffalo (Fast Tempo)  
Musical Title:  The Addams Family  
Artist/Arranger:  The Addams Family Orchestra 
Album :    The Addams Family (Soundtrack from the Musical) 
Track Time:   0:00 – 0:16 
 
Cycle/Lesson:  Cycle 4/Lesson 3: Flap Heel  
Musical Title:  Prelude and Main Title March 
Artist/Arranger:  John Williams 
Album :    Superman: The Movie (Soundtrack from the Motion Picture) 
Track Time:   1:21 – 2:14 
 
Cycle/Lesson:  Cycle 4/Lesson 4: Over the Top    
Musical Title:  The Batman Theme 
Artist/Arranger:  Danny Elfman 
Album :    Batman (Original Motion Picture Score) 
Track Time:   0:46 – 1:22 
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Cycle/Lesson:  Cycle 4/Lesson 5: Stomple (Slow Tempo)  
Musical Title:  Circle of Life (Bows) 
Artist/Arranger:  Elton John  
Album :    Festival of The Lion King 
Track Time:   0:00 – 0:26 
 
Cycle/Lesson:  Cycle 4/Lesson 5: Stomple (Moderate Tempo)  
Musical Title:  Don’t Stop the Music  
Artist/Arranger:  Rihanna  
Album :    Good Girl Gone Bad: Reloaded 
Track Time:   1:18 – 1:51 
 
Cycle/Lesson:  Cycle 4/Lesson 5: Stomple (Fast Tempo)  
Musical Title:  On the Floor 
Artist/Arranger:  Jennifer Lopez 
Album :    On the Floor – Single 
Track Time:   0:45 –  1:23 
 
Cycle/Lesson:  Cycle 5/Lesson 1: 3 Tap Riff Turn (Slow Tempo)  
Musical Title:  Theme from Rocky – Gonna Fly Now 
Artist/Arranger:  Movie Sounds Unlimited 
Album :    50 Best of Movie Themes 
Track Time:   0:00 –  0:11 
 
Cycle/Lesson:  Cycle 5/Lesson 1: 3 Tap Riff Turn (Moderate Tempo)  
Musical Title:  Theme from Gilligan’s Island  
Artist/Arranger:  Various Artists 
Album :    TV Themes 
Track Time:   0:00 – 0:22 
 
Cycle/Lesson:  Cycle 5/Lesson 1: 3 Tap Riff Turn (Fast Tempo)  
Musical Title:  I’ll Be There for You (Theme from Friends) 
Artist/Arranger:  The Rembrandts 
Album :    The Rembrandts: Greatest Hits 
Track Time:   0:00 – 0:48 
 
Cycle/Lesson:  Cycle 5/Lesson 1: 3 Tap Riff Turn (Fast Tempo)  
Musical Title:  Till the World Ends 
Artist/Arranger:  Britney Spears 
Album :    Femme Fatale (Deluxe Version) 
Track Time:   0:39 – 1:23  
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Cycle/Lesson:  Cycle 5/Lesson 2: 5 Tap Riff (Slow Tempo)  
Musical Title:  Poker Face 
Artist/Arranger:  Lady GaGa 
Album :    The Fame 
Track Time:   0:15 – 1:13 
 
Cycle/Lesson:  Cycle 5/Lesson 2: 5 Tap Riff (Moderate Tempo)  
Musical Title:  Go Your Own Way  
Artist/Arranger:  Glee Cast 
Album :    Glee: The Music, Vol. 6 
Track Time:   0:00 –  0:53 
 
Cycle/Lesson:  Cycle 5/Lesson 2:5 Tap Riff (Moderate Tempo)  
Musical Title:  I Gotta Feeling 
Artist/Arranger:  The Black Eyed Peas 
Album :    The E.N.D. (The Energy Never Dies) 
Track Time:   0:00 – 1:32 
 
Cycle/Lesson:  Cycle 5/Lesson 3: Cramproll Time Step (Slow Tempo)  
Musical Title:  I Feel Pretty/Unpretty  
Artist/Arranger:  Glee Cast 
Album :    Glee: The Music, Vol. 6 
Track Time:   0:00 – 1:23 
 
Cycle/Lesson:  Cycle 5/Lesson 3: Cramproll Time Step (Moderate Tempo)  
Musical Title:  Need You Now 
Artist/Arranger:  Lady Antebellum  
Album :    Need You Now 
Track Time:   0:00 – 1:19  
 
Cycle/Lesson:  Cycle 5/Lesson 3: Cramproll Time Step (Moderate Tempo)  
Musical Title:  Brighter Than the Sun 
Artist/Arranger:  Colbie Cailat 
Album :    Brighter Than the Sun – Single  
Track Time:   0:08 – 0:53 
 
Cycle/Lesson:  Cycle 5/Lesson 3: Cramproll Time Step (Fast Tempo)  
Musical Title:  Rolling in the Deep 
Artist/Arranger:  Adele 
Album :    21  
Track Time:   0:00 – 0:42 
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Cycle/Lesson:  Cycle 5/Lesson 3: Cramproll Time Step (Fast Tempo)  
Musical Title:  Light Up the World 
Artist/Arranger:  Glee Cast 
Album :    Light Up the World (Glee Cast Version) – Single 
Track Time:   0:00 – 1:13 
 
Cycle/Lesson:  Cycle 5/Lesson 4:  Stomp Hop Time Step (Slow Tempo)  
Musical Title:  Hey, Soul Sister 
Artist/Arranger:  Train  
Album :    Hey, Soul Sister – Single  
Track Time:   0:12 – 1:12 
 
Cycle/Lesson:  Cycle 5/Lesson 4: Stomp Hop Time Step (Moderate Tempo)  
Musical Title:  Don’t Turn Out the Lights 
Artist/Arranger:  NKOTBSB 
Album :    NKOTBSB (Deluxe Version) 
Track Time:   0:00 – 1:02 
 
Cycle/Lesson:  Cycle 5/Lesson 4: Stomp Hop Time Step (Fast Tempo)  
Musical Title:  Jealous of My Boogie  
Artist/Arranger:  RuPaul 
Album :    Champion 
Track Time:   0:00 – 1:20 
 
Cycle/Lesson:  Cycle 5/Lesson 5: Cincinnati (Slow Tempo)  
Musical Title:  Mr. Ed (Theme from “Mr. Ed Show” 
Artist/Arranger:  Soundtrack & Theme Orchestra 
Album :    Sitcom Themes 
Track Time:   0:06 – 0:23 
 
Cycle/Lesson:  Cycle 5/Lesson 5: Cincinnati (Moderate Tempo)  
Musical Title:  Don’t Stop  
Artist/Arranger:  Glee Cast 
Album :    Glee: The Music, Vol. 6 
Track Time:   0:00 – 0:55  
 
Cycle/Lesson:  Cycle 5/Lesson 5:  Cincinnati (Fast Tempo)  
Musical Title:  Friday 
Artist/Arranger:  Glee Cast 
Album :    Friday (Glee Cast Version) – Single  
Track Time:   0:00 – 1:06  
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Appendix B 
Sample of a student rhythm journal used in each lesson 
 
Student Code:______________________ Date:___________________________ 
 
Rhythm Pattern Learned:  
 
Cycle 3: Rhythm Pattern #4 
 
Dance Step/Combination Name: Flap Scoot 
 
Musically Notated & Counted:  
 
 
 
          a           1         2       a   3         4        a    1        2 
 
Circle the response that best reflects your perspective regarding today’s lesson:  
 
Question 1:  The movement technique in today’s lesson helped me learn today’s rhythm  
      pattern. 
 
 Strongly Agree  Agree  Disagree      Strongly Disagree 
 
Question 2:  Seeing the notation before hearing the rhythm and internalizing it in today’s 
lesson helped me learn today’s rhythm pattern. 
 
 Strongly Agree  Agree  Disagree      Strongly Disagree 
 
Question 3:  Using the names of the steps to learn how to sound out the rhythm in today’s  
         lesson helped me learn today’s rhythm pattern. 
 
 Strongly Agree  Agree  Disagree      Strongly Disagree 
 
Question 4:  I believe I was successful in learning today’s rhythm to the point that I  
         could execute it accurately without assistance the next time I encounter it in  
         a piece of music. 
 
 Strongly Agree  Agree  Disagree      Strongly Disagree 
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Question 5:  Executing the rhythm to an accompanying piece of music helped me learn 
today’s rhythm pattern. 
 
 Strongly Agree  Agree  Disagree      Strongly Disagree 
 
 
Narrative Summary:  
In a paragraph of at least 5 sentences, describe your reflections of today’s rhythm pattern 
lesson.  Specifically address the advantages and disadvantages you perceive in using the 
following elements: 
Ø movement technique 
Ø using the names of the steps to learn how to sound out the rhythm pattern 
Ø seeing the rhythm notated on the music staff prior to hearing and internalizing it  
Ø executing the rhythm to an accompanying piece of music 
Ø using the combination of the techniques to solidify your understanding of today’s 
rhythm pattern 
Include any recommendations that were not used today that you believe may have been 
more successful in learning today’s rhythm pattern or in learning your next rhythm 
pattern. 
 
Advantages: 
 
 
 
 
 
 
Disadvantages: 
 
 
 
 
 
 
Recommendations: 
 
 
 
 
Song Recommendations: 
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Appendix C 
Sample of interview questions used for Students Experiencing Extreme Success interview 
 
1. What about this instructional method do you find to be most beneficial? 
2. What particular aspect of the technique do you believe helps you most in clearly 
understanding how to perform the rhythms accurately? 
3. How has using this technique been more effective in enabling you to understand 
and execute the new rhythms over former methods you’ve used? 
4. What improvement(s), if any, would you suggest to make this a more effective 
instructional technique? 
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Appendix D 
           Sample of questions used for Students Experiencing Extreme Challenges interview 
 
1. What about this instructional method do you find to be the most challenging to 
master? 
2. What particular aspect of the technique do you believe prevents you most from 
clearly understanding how to perform the rhythms accurately 
3. How has using this technique been more challenging in enabling you to 
understand and execute the new rhythms over former methods you’ve used? 
4. What improvement(s) would you suggest to make this a more effective 
instructional technique? 
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Appendix E 
Sample of interview questions used at the completion of each lesson cycle 
 
1. What was your favorite rhythm pattern lesson during this past cycle?   Why? 
2. What was your least favorite rhythm pattern lesson during this past cycle?   
    Why? 
3. How has this technique affected your ability to learn new rhythm patterns? 
4. What are its strengths? 
5. What are its weaknesses? 
6. What recommendation(s) would you have for improving the effectiveness of  
     this movement technique to make learning rhythm patterns easier? 
7. What do you perceive are the advantages or disadvantages to using this method of       
     instruction when learning new rhythm patterns? 
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Appendix F 
Sample of interview questions used for the final interviews at the conclusion of the study 
 
1. How has this technique affected your ability to learn new rhythm patterns? 
2. What are its strengths? 
3. What are its weaknesses? 
4. What recommendation(s) would you have for improving the effectiveness of this      
    movement technique to make learning rhythm patterns easier? 
5. What do you perceive are the advantages or disadvantages to using this method of  
     instruction when learning new rhythm patterns? 
6. In what ways were the review classes beneficial in aiding you to learn the rhythm  
    patterns?  
7. How crucial were the review classes to your complete understanding of the rhythm  
    patterns? 
8. Which movement activities did you find to aid you the most in your learning of the  
    rhythm patterns? 
9. Which movement activities did you find not beneficial in helping you learn the rhythm  
    patterns? 
10. How did saying the name of the tap dance steps aloud aid you in learning the rhythm  
      patterns? 
11. How did saying the counts of the rhythm, as you executed the tap dance steps, help  
you learn the rhythm patterns? 
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12. How have you noticed that your learning of rhythm patterns has changed since the  
      beginning of the study? 
13. How do you feel this technique will aid you in learning new rhythm patterns? 
14. Have you found combining the aural, verbal, kinesthetic, and visual techniques  
      together have helped you to learn the rhythm patterns?  If not, has one or more of  
      these techniques been beneficial in the learning process? 
15. How do think this learning technique could be expanded or further improved to make  
      learning rhythm patterns easier? 
16. If you could change the order in which the rhythm pattern was taught, what order of  
      hearing, moving, saying, and seeing it would you recommend?   Why? 
17. What additional comments or recommendations would you make with regard to the  
       implementation of this technique that have not already been addressed? 
18. What will be your approach toward learning new rhythm patterns in the future? 
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Appendix G 
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Appendix H 
Contact information for ordering tap shoes and attachable toe and heels taps for shoes 
 
1. Discount Dance Supply 
180 Welles St Ste 500 
Forty Fort, PA 18704 
(M–F 6am–5pm PST & Sat 7am–3pm PST): 1-800-470-1664 
Fax (24 hours a day) : 714-970-9075 
 
2. Dance Supplies 
www.dancesupplies.com 
556D Gov. Ritchie Highway 
Severna Park, MD 21146 
Calls within the U.S.: 800-90-DANCE (800-903-2623) 
Calls from outside the U.S.: 410-975-5392 
 
3. Dance Direct 
www.dancedirect.com 
Unit G20 Parsonage Road 
Swindon, Wiltshire SN3 4RN 
Email: sales@dancedirect.com 
UK: 01793 822838 or 0845 330 1 330 
France: 05 56 02 62 26 
Germany: 0800 333 2623 
Spain: 911 235249 
Italy: 06 94801576 
All other regions: +44 (0) 1793 822 838 
Monday to Friday: 9am – 5pm 
Saturday: Closed 
 
4. Capezio 
www.capezio.com 
1650 Broadway & 51st Street, 2nd Floor, 
New York, NY, 10019, United States 
Phone: (888) 227-3946 
Mon–Fri: 9am to 5 pm  EST 
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